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Chapter I 
INTRODUCTION 
General statement and delimitations of the problem. One of the most 
important aspects of the high school or college choral directorb work is 
that of selection of repertoire for his several choral groups. This is 
a never-ending task and too often the stamp of "cold mathematician" is l 
leveled without too much real thought on composers of choral styles prior \ 
to 1750. In certain cases the works of J.S. Bach and his contemporaries 
have even been crowded under the SamEt yoke;') The reasons for this are ,.______ . 
numerous and it is the authors purpose here to . el_~cidaj;_e a few to show in 
as definitive a sense as possible why this present thesis is deemed valu-
able to the prospective as well as present choral director. ost high 
~(i;..r-E. ,....... . 
school choral music directors have not been trained orl\earned a degree 
specifically in choral conducting or had the op:eortunity to pursue, other 
than ~ a s~ey sense- ~n many cases, t lfe7ctc\. -; styles, techniques of 
performance in the re-creation of these early works, or available reper-
toire and materials. This is due largely to concentration in more gen-
eral areas of education during professional s~dy and time pressures 
• 
since assuming a professional position. The assinuhation of enough 
material for a good foundation and start toward correcting or strenghtening 
' 
such ~ void is the initial purpose of this thesis. 
It is a:n, absurdi~ to pre-suppose that any paper of this length 
could cover) other t han in a limited sense jthe vast area of choral music 
styles, repertoire and materials from 1450-1800. The author has selected 
those styles he felt most representative of the given periods and attempted 
to organize this information in quick re~erence fashion for the reader. 
Many of t he styles of these periods are directly associated wit h the 
church, and it only follows that much of this music was designed to enhance 
a particular church service thereby losing some of its effectiveness when 
removed from t hat background. It is also true that many styles are unsuitable 
1 
for presentation here by virtue of t heir physical limitations for the 
average choral group as well as inherent stylistic properties. This list 
includes Opera, Oratorio, Lied and Solo Smng Literature of the 18th cent u-
ry, Masses, Magnificats, as well as those larger forms where information 
and materials are readily accessible. There have been several excellent] 
treatments of the individual styles, one of which is especially note-
1 
worthy. 
Significance. It is a well-lmown axiom that once an atmosphere 
has been created, tastes are molded in direct accordance with the success 
and degree of effectiveness with which the atmosphere is maintained. The 
obvious function of the choral music director is to create the most effective 
atmosphere in which the student can ass~ate the various styles of choral 
music. If we cannot mold the tastes of students or young people to some-
thing better than what they would choose wi~hout training, then there is 
something inherently wrong with the music presented or in the way in which 
it is presented. It is my contention that the latter cont ains the greatest 
truth. 
In the "The First Book of Great Musicians", the following preface is 
dedicated to the boys and girls of America: 
If you enjoy baseball or tennis it is only because you lmow something 
about those games and how they should be played; the more you learn about 
them, the more you en:@oy them. It is much the same with music. You en-
joy it a little even if you do not find you know much about it; but as 2 soon as you learn more about it, you find it ever so much more enjoyable. 
Therefore, if the music educators will give the high school choir and 
choruses the acquaintance they deserve with the works of the Masters, the 
results will be found to be most gratifYing and quite satisfactory to the 
tastes of a less musical public as well as to those specially trained. 
~aul Guiliana, "History and Develo:pment of Nagnificat Settings in 
the 15th and 16th Centuries" (S.Ivl: .D., 1950) Union Theological Seminary. 
2Percy Scholes, and \rlill Earhart, The First Book of the Great Music-
ians, Oxford University Press, New York, 1931 (From the Preface). 
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A literal wealth of almost untouched choral literature rests in the periods 
under consideration, and appreciation of this repertoire goes with the under-
standing that such appreciation is best developed through its performance 
as a result of intelligent and thorough guidance. 
As stated earlier. many of the compositions of these periods are 
directly connected with various churches. The possibility of "incidental" 
learning alone and appreciation of the great heritage of our major religious 
faiths through choral experience of this type is certainly one of the most 
significant features a study of this type affords. If at any other timj 
this understanding is needed the s tresses and pressures of our own time { 
offer a fertile field and one of immeasurable potential value. '-
Another feature is the possibility of restoring the small ensemble 
and revival of "home" music. With the ever increasing advent of package 
entertainment and spectacular media such as television and "Cinerama", 
as valuable and as truly wonderful as these media are, the music perform-
ing family is ra:gi~y becoming extinct. The alert educator does not need 
to be reminded of the consequencew of this. Many serious minde~ families 
are only too aware of the pressures drawing them away from a semblance of 
community within the home. One means at the disposal of the music director 
is the organization of small performing groups such as Madrigal or Recorder 
ensembles for home participation. Once given the impetus, encouragement and 
materials by the school music director, the family has at its disposal a 
positive, growing means of achievimg the very sense of community it IllB(Y' be 
laclting. The music and small instrumental ensembles needed to perform the 
music under consideration, which was originally conceived for intimate perf-
ormance, is ideally suited to this need. 
The above discussion should give the reader a few hints whereby the 
study of the music of these periods can prove a significant contribution 
to his own program, the homes of the children and/or parents involved, 
as well as the community indirectly, in which the music director is in a 
unique position ~o influence positively. 
3 
Definition of terms. The major problem in a study of this type as 
far as basic musical language is concerned, is found in the definition o+ 
and relationship between the two commonly used and at the same time commonly 
misunderstood terms 
as follows: 
, "style 11 and "fonn". Parry's definition of style is 
Style is the sum of the appearances of all the factors which make 
up a work of art or any livi~ thing. It is the sum of the outvrard 
manifestations of qualities. (i.e. external attributes) ••••• A 
perfect work of art is a perfectly organized presentation of an original 
unity. The perfect adaptation to conditions entails perfect unity of 
style, and it may be inferred conversely that complete perfection of 
style is to be fo~d not in intrinsic qualities but in perfect and rele-
vant consistency. 
vle may well assume, therefore, that if a "style" is not distinctive, 
the product frequently proves to be intrinsically worthless; understanding 
of course, the establishing of degrees of individuality. In the same light, 
differences of "style" are the outcome of the instinct or inherent quality 
for adaptation. Style, as a term may be applied to single works, composers, 
types of compositions and mediums, methods of composition, to nations, and 
to periods. The greatest achievement in style is to be able to convey the 
genn idea of the artist in its widest significance in the exact tenns l'rhich 
will make the consumer or listener take most complete hold. The worst 
fault, on the other hand, is in the miring of styles (style types) which are 
especially applicable to different gvaups of conditions, differing situations 
and different attitudes of mind. 
The stylistic point of view 1-Tas introduced into music by Italian 
writers of the 17th century. The founder of modern stylistic analysis 
is Guido Adler (1855-1940). 
"Form" takes on the same characteristics from the same sources and 
influences and is so closely interwoven t hat it is often hard to keep t he 
two terms apart. By "form" in music we are thinking of the particular 
scheme or system upon which the work may be organized. It is not an end 
in itself but rather the means by which thought, feeling, and aspiration 
are brought within the domain of art. 
~arry, C.H.H., Style in :f.fusical Art, Macmillan, London, 1911 pp.l6,17. 
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In comparison we see "form" and "style" standing in the relationship of 
fixed and fluid; there being many pieces in the same "form", but differing 
in style. Conversely stated each style has its "fixed 11 features which 
recur/ in different forms. · 
11Interpretation" is another term given a variety of meanings to 
suit the definitive needs of a given time or situation. The authorls 
understanding and use of the term may be defined as that personal and 
creative element in the performance of music which fo~the link between 
the composer and the audience "lith the conductor or performer being the 
means. In the case of early music, interpretaion is primarily a matter 
of study of standards and s tj-les entirely different from those of the 
modern repertoire. These differences are iiscussed in detail in Chapter II. 
HAM 
MoM 
ReiiTII'IA 
SchGMB 
AB(H) 
AMP 
B&H 
Bel. 
BFW 
Bourne 
BM 
CCB 
CF 
ECS 
E-V 
Gal. 
GH 
GS 
GR 
HF 
Ai?:breviations. 
Historical Anthology of Music, ed, by A.T. Davison and W. Apel, 
Harvard University Press, vol. 1, 2, 1950. 
Masterpieces of Ifusic Before 1750, ed, by C. Parrish and 
J.F. Ohl, 1tl .W. Norton Company Inc. llfew York, 1951.. 
G. Reese, 1'-1usic in the Middle Ages, W.vl. Norton Company 
Inc. New York, 1940. 
A. Schering, Geschicte der Musik in Beispielen, 1931. 
for Octavo Listings. Code 
Annie Bank (Holland) (see Iiarold Flammer) 
Associated ~fusic Publishers Inc. 25 West 45th St. New York, N.Y. 
Brei tkopf and H!irtel (see HF) 
Boosey-Hawkes-Belwin Inc. 43 West 23rd St. New York, N.Y. 
B.F. \'/ood r1usic Co. 24 Brookline Ave, Boston, :r.lass. 
Bourne Inc. 136 West 52nd St. Nev1 York 19, N.Y. 
Broadcast Music Inc. (see AMP) 
C.C. Birchard Co. 221 Columbus Ave., Boston, Mass. 
Carl Fischer, Inc., 62 Cooper Sq., New York, N.Y. 
E.C. Schirmer 221 Columbus Ave., Boston, Mass. 
Elkan-Vogel Co. 1716 Sansom St. Philadelphia, Pa:. 
Galaxy Music Corp. 17 West 46th St. New York, N.Y. 
Gamble Hinged Music Co. 228 S.\•Tabash Ave., Chicage, Illinois 
G. Schirmer, Inc. New· York 
G. Recordi & Co. 14 East 43rd St. New York, N.Y. 
Harold Flammer, Inc. 25, 1:fest 19th St. Ne-vr York 11, N.Y. 
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HM 
HWG 
JF 
J\'lC 
Kjos 
Mer. 
MW 
Nov. 
OD 
OUP 
P-A 
Rem. 
Robbins 
Row 
S&B 
TP 
Tudor 
W-S 
Hall & l\1cCreary Co. 434 S.Wabash Ave, Chicago, Ill. 
H. \'l . Gray Company, Inc. 159 East 48th S .~-. New York 17, N.Y. 
J. Fischer & Brothers 119 West 48th St. New York 18, N.Y. 
J & W Chester (England) (see ECS) 
Neil A Kjos Nusic Co. 223 West Lake St. Chicago 6, Ill. 
Mercury I'~usic Co. 47 West 63rd St. New York 23, N.Y. 
M. Wi tmark Co. 
Novello and Co. (see ill-TG) 
Oliver Ditson (see TP) 
Oxford University Press Inc. ll4 5th Ave. Nei'T York ll, N.Y. 
Pro-Art Publications 143 Broadway, New York 13, N.Y. 
Remington l\1usic Co. 
J.J.Robbins & Sons, Inc. 221 West 47th S+. New· York N.Y. 
R.D. Row Music Co., Boston, Mass. 
Stainer & Bell (see GS) 
Theodore Presser Co., Bryn Mawr, Pennsylvania 
(see CF) 
'\'Thite-Smith Publishing Co. 40 Winchester St. Boston, f<Ia.ss. 
Code to Record Listings 
Acad. · r 
AL, ALG, Allo. 
AL-¥.· 
AmC 
AM Vox 
C, C.DF, C.LX. 
Cap. 
Cet. 
CHC, CHS 
OHM 
Csm, CLPS 
D, DL, DX 
EA. ALX. 
I4S 
Fest. 
Academy Records 
Allegro (USA) 
Anthologie Sonore 
American Columbia 
American Vox 
Columbia 
Capitol 
Cetra-Soria 
Concert Hall 
Columbia History of Music (5 vols) 
Colosseum (USA) 
Decca 
English Pressings of Allegro 
Elaine Music Shop (USA) 
Festival (LP, USA - 78, France) 
6 
G, GE 
G.C. 
GSC, G.GSC 
GIOA 
HDL 
HSLP 
LCT, 1M 
LL 
10 
LPS 
Lum. 
Ly D. 
Lyr. 
MC 
f.1G, Mer. 
ML 
ML* 
MM 
OL, OLLD 
Per. SPLP · 
PL 
PM 
Pol. 
Ren. 
Sel. LPG 
SL 
S.M. 
TEC 
V, Vic. 
Van. 
"\rlL 
H.M.V. Gramophone 
Gramaphone Shop, N.Y. (USA) 
Gramaphone Shop Celebrities (USA) 
Gregorian Institute of America (USA) 
Handel Society 
Haydn Society 
R.C.A. Victor 
Lyrichord 
Oiseau-Lyre (France) 
London 
Lumen (France) 
Lyra Dei (France) 
Lyrichord 
f.lusicraft 
Mercury 
Columbia 
Music Library (USA) 
Masters of I'Iusic Before 1750 (3 LP) 
Oiseau-Lyre (france) 
Period (USA) 
Vox (LP) 
Pro Il'lusica 
Polydor ·(Europe) 
Renaissance 
Selmer or Ducretet-Selmer (France) 
Columbia (LP) 
Studio SM France 
Technichord (USA) 
Victor 
Vanguard. 
"\r/estminster (LP) 
Specific Statement of the Problem. The purpose of this paper is 
the formulation of historical bases and definitions of selected choral 
music styles from 1450-1800, with lists of modern editions of octavo 
7 
music, collections and recordings, and comprehensive bibliography, for 
the use of the high school or college choral music director. This 
treatise is aesigned simply as a good foundation study in the choral music 
styles of the periods indicated. 
Iviethods of Research. The following sources of data were used in the 
compilation of materials: (1) the opinions of selected biographers and 
analysts were used as found in a. standard reference texts and monographs, 
b. periodicals, c. articles, d. unpublished theses; (2) the analysis of 
most of the major choral music publishers catalogues asYSll as many primary 
music sources; (3) investigation of the major recording company's listings 
and repeated hearings of many of the available records; (4) performing 
much of the music listed a. at home, b. in church choir work, and c. 
college choir experience. 
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Chapter II 
HISTORICAL BASIS AND PERFORMA.l'\!CE SUGGESTIONS 
General Suggestions For The Performance of Polyphonic Music 
Polyphony Defined 
Polyphony may be defined as "music ·written as a combination of 
several simultaneous voices (parts) of a more or less pronounced in-
dividuality o II l 
The tenns "polyphony" and "counter-point" therefore become practi-
cally synonymous, but the former term is preferable when used with regard to 
early music (i.e. Medieval polyphony) as well as for broad classifications , 
and the latter term for the styles of, for example, ~alestrina and Bach, 
and consequently in teaching where they serve as models. All the com-
positions from the Middle Ages or Renaissance consisted of a specified 
number of parts (each a single integrated line) and these rTere maintained 
throughout either sections or the complete work az the case might be. 
A real understanding of polyphony is difficult as a composition with 
a given number of parts might be performed in a number of ways. (i.e. in 
a six part composition: a:. an ensemble of 6 players and singers, b. a . sin-
gle player on a keyboard or stringed instrument, or c. a. multiple arrange-
ment of chorus and orchestra with doubling.) The number of parts, whatever 
the arrangement, had to be thought of as independent personalities. 
As J.S. Bach, fighting against the lax attitude of a coming generation 
said, the parts in a fugue should behave like reasonable men in an order-
ly discussion. Each part must be heard distinctly wherever it presents 
important material, and must receive a proper response. Listening to what 
is actually said may be called the first virtue in carrying on a dis-
cussion; similarly, listening to what each part sets forth is the con-
dition on which2the appreciation and adequate performance of polyphonic 
music depends. 
lwilli Apel, Harvard Dictionary of Music, Cambridge, Mass., Harvard 
University Press, 1944, p. 593. 
~ Theodore David, The Art of Po~yphonic Song, G. Schirmer, Inc. 
New York, 1940, p.6. 
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Rhvthm 
There 'l'tere no scores, as vr e lmovr them today, available for the singers 
performing choral music up to the 18th century. The singers generally had 
individual parts often compiled in part books. There vrere no bars in the 
originals as the system of barring with which we are familar today did not 
come into general use until the evolution of scores. 
There was a tiiil.e signature, ho'l'rever, indicating what the measure 
was and how it was to be divided. This served for the practical consider-
ation of counting rather than for an indication of rhythmic pulse. Per-
formers of early music today are often unsuccessful in that the chorus 
applies "accentual rbytbm11 indiscriminately. The music itself should give 
us the clue to any accentuation and we must learn to use the length of the 
notes, structure of the melodic lines, and harmonic changes to establish 
the beats that may or may not form measures. A conscious tg.qoring of the 
time signature should be practiced until the director has liued with a piece { 
of music using the above suggestions in determining its rhythmic flow o~A~ 
designs. Ct rv-r 
Helody and Harmony 
The edi to~).markings in modern octavo music of today did not appear 
in the originals, in fact no marks of phrasing, dynamics or expression 
appear before the 17th century, and only very few before the latter half 
of the 18th century. Generally speaking, notes of equal value that pro-
gress stepwise should be strictly "legato". Skips should be clearly sep-
arated. '\'lith notes of uneven duration, the longer the note is, the more body 
it may be given. Quick notes should be sung lightly. In syncopation and 
suspensions, if the syncopated notes are reached by a downward interval, 
they should be smooth; if by an ascending interval a slight accent is 
necessary. Suspensions sh~d always flow off smoothly into the resolution . 
The natural center or "pivot" point must be determined in each melo-
dic phrase so that the proper degrees of tension and relaxation might be 
observed. 
Most of the compositions in the Renaissance and earlier periods make 
use of modal-scales in contrast to our present day use of major and minor. 
The harmonic feeling of this period is based on the relation of successive 
chords to each other and not on all chords to a tonic. The use of inver-
sions is comparatively rare, therefore root positions come out clearly. 
10 
' 
It is possible for successive chords of the second, third and sixth degree 
of the scale tore used, and the resu~ ting uniqueness of harmony is charac-
teristic of these styles. 
There is one real danger spot in this. Cad~ces do not at first be-
come apparent vii th only infrequent use of dominant-tonic relationships 
and we must give these latent cadential spots the feeling of finality 
they deserve. The proper marlcing of such cadences is with a slight ~ 
, I " • .. ,.t/'-'-intensification of the sonority, not with a "ritardando~· - v~-
---- --~- -· 
The best preliminary study for expl~fion and feel of the early 
modes with all the characteristic features melodically in short, easy to 
handle phrases, is found in the Gregorian Chant. Listening to excellent 
recordings and renditions in liturgical churches may be of some value, 
but a personal study of the "Liber Usualis",1 or other comparable source, 
by actually singing the music according to specified usage in the orig-
inal notation will produce the most definite basis for application of 
these principles. The formal study of liturgical music or early plainsong 
will prove invaluable for the choral music director. 
Dyp.amics 
The area of dynamics of early music is the one phase that has been 
most widely mishandled by modern editors, conductors ) and 1in turn:tperfonn-
ers, than any of its other aspects. As a result of trying to apply con-
temporary styles to music of the early periods, polyphonic music is often 
eendered in a way that brings out the very aspects in which it is weak and 
obscures those in which it is strong. Sensitive molding in performanc-e is 
necessary for a semblance of true-recreation but the music must be allow·ed 
to speak for itself, in its own way clearly and d~stinctly. 
Definite limits of volume should be set with no "forte" lacking 
singing quality or the most delicate "pp" a finn consistency. The dynamic 
temms such as "forte" and J'-piano" do not even occur before the end of the 
16th century, and even then they were used merely to indicated contrasts 
~enedictines of Solesmes, edd., Liber Usualis Nissae et Officii, 
with introduction and rubrics in English, Desclee & Co., (Society of St. 
John the Evangelist) Belgium, 1950. 
11 
beti·Teen sections. Vllien a number of parts were given a composition, ap-
p6loximately equal thematic importance and somewhat equal sonority was 
expected. \men a marked change in the sonority of a given section was 
wished, additional active parts were added rather than demanding the 
singers to increase or decrease sonority or volume. The very fact that 
so many varieties of styles exist indicated that early composers did not 
need to rely on dynamic effects to make their compositions interesting 
either to the singers or listeners. 
Each phrase, therefore, should be kept to its own dynamic level, 
deviating only slightly. Classic polyphonic music is simple and straight -
forward 4 a stiff academic performance is entirely inappropriate. By 
maintaining certain restrictions, we gain more freedom in other respects. 
The text is most important and influences the degree of differenti-
ation between sections almost exclusively. vlhen the music actually depicts 
by contours in the musical line the word, or action in a given instance, 
the interpretation should place these elements in clear relief by dynamic 
contrast as well as other means. 
Thematic imitation is another important element and the relation be-
tween such imitation which so frequently appears becomes important also. 
When a particular voice is carrying the 11motif11 or 11cantus 11 it should be 
emphasized but only on a slightly higher level of sonority so that a smooth 
style is maintained in the piece as a whole but both performers and audience 
feel the line emphasized. The imitated motif should be sung or played ex-
actly the same way in each of the parts. The real essence of pof yphony 
rests in the relationship between the parts. . : - ) . 
, ., • 'l !'. Ct ...,.,.. 
Tempo , f' ;_ .~ • - .' 1 ~ j t . 
. -......... .....,.,~ ,.... ' 
The greate_;=rtl !!!i 1stake -. of modern interpreters of polyphonic music is 
that the tempo chosen is often times too slow. The use of notes of long 
duration, sacred texts and general openness of the score may be factors 
attributing to this. Polyphonic music should never be sung so quickly 
that the smallest detail is clouded or sacrificed, but at the quickest 
tempo in which all details can be clearly discerned. If we fail to do 
12 
~ 
~---· -
this, we are adding the very shackles of "turgidity" and "over-somberness 11 
that have been the plague of this music in modern times. Much of the dif-
ficulty in phrasing disappears when fluent tempos are chosen and 
problems are considerably reduced. 
Discussion of the Main Periods of Polyphonic Composition 
Renaissance ( 1450-1600) 
There is general agreement between ·authors and musicologists that 
the beginning of the musical Renaissance can scarcely be dated earlier 
than 1500. This is the time when Joaquin, Issac and Hofhaimer (all born 
about 1450) reached maturity of style. The fifty years between 1450, 
which marks the end of the Gothic period and 1500, ~he beginning of the 
Musical Renaissance is the half century which comprises the work of the 
earliest Flemish composers, Ockeghem and Obrecht (both born about 1430). 
We should consider these men as paving the way for the styles of the 
Renaissance. 
The most satisfactory definition may be obtained on the basis of 
stylistic qualities, i.e. internal musical evidence. Clarity, balance, 
self-reliance, euphony, expressiveness within well-regulated limits, 
finally the development of artistic standards, and of rational methods 
of composition (imitation, treatment of dissonances), are among the 
characteristic feat~res of what is usually understood to constitute 
Renaissance style. 
Polyphony is by far the most characteristic feature of the musical 
style of this period. The basis for earlier church composition was counter-
point based upon the combination of independent melodies or upon canonic 
imitation of one voice by another. More and more secular influence was 
felt and this brought with it the tendency ~or a more homophonic style 
rdth the top voice given more and more emphasis while the supporting mel-
odic lines became less independent. Also the early church modes and the 
harmony created by them is gradually replaced by the modern key feeling 
of the major and minor scales. 
The text comes of its ovm and the basic substance of t he interpreta-
tion of music of this period must take its shape from the compulsions of 
the text. Each vocal line must be executed iqith evenness and rhythmic 
1 Apel, Harvard Dictionary p. 635 
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precision by the singers. A harmonious proportion is absolutely re-
quired and special skill and diecretio~ in the rendering of dynamics. 
Any special effects such as echo, or other dynamic contrasts must be recog-
nized from the text and effected by the singers themselves. "The primary 
rule was: Dynamics must be analogous to the text, must deepen the content 
of the underlying affection -- a law from which very fine dynamic shadings 
1 
of the performance may be deduced." 
A regularly recurring accent has no place what-ever in~ng 
music of the Renaissance periodf the aesthetic goal being rather a free 
declamation with accentuation of worlls and motifs, contrary to the pre-
sent day understanding of the regular measure. The beat must be firm but 
not unpliable in order to insure precision of performance while still pro-
viding the contrapuntal contour enough room so that any "measured" feeling 
is avoided. Any variation of tempos is governed by the poetic and textual 
content and then used sparingly with much understanding, reserve and caution. 
It is best to co:riduct a regularly recurring pattern rather than to attempt 
to conduct embellishments, as the tempo variation should be achieved 
. through differences of notes, motifs or measures. In eiitions of today, 
this is most frequently achieved through changes in the time signatures. 
As far· as the grouping of the chorus,es is concerned only one principle is 
clear: high and l~t voices respectively should be joined for better blend-
ing. 
We soon find that the sharp edges and polished clarity, so desirable 
in later music have no place here. There should be a merging and blending 
of lines, melodies and phrases, with a subtle overhang of sound from phrase 
to phrase. The texture of the music, the characteristic disposition of the 
interweaving threads, the typical interlocking of the main spans in the 
architecture of the motets, and the unique sou.i!ld ideal of the Renaissance 
master, all these qualities in the music itself were based upon the peculiar 
needs and limitations of the time of its conception. One of the most impor-
tant of t hese being the resonance of the buildings in which the music >·Tas 
sung, and for true performance in modern times these same physical properties 
~ederick Dorian, The History of Music In Performance, Nev1 York 
l'i.W. Norton, 1942, pp. 40-42. 
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must be crea1;ed as closely as possible. Performance of this music 
should never be attempted in an accoustically treated room or auditorium. 
The natural resonators of stone, masonry and wood serve the purpose more 
ideally. Discretion on the part of the conductor at this single point 
may well prove the difference between success or failure in developing early 
choral music programs in the school or college. 
Baroque (1600-1750) 
The most characteristic feature of the Baroque is found in the ex-
tensive, almost universal use of the "thorough-bass" or .~figured-bass" 
technique. This system is a method of indicating almost stenographically 
an accompanying part by the bass notes only, together with figures desig-
nating the chief intervals and chords to be played above the bass notes. 
(i.e. 6 ~ ~ ~ 2 7) The principles applied by ,use of this system con-
stitute only the rudiments of an art the full mastery of which is dif-
ficult to acquire. A good thorough-bass accompaniment is considerably 
more than a mere translation of figures into musical notes. Without going 
into further detail suffice it to say here that the thorough-bass practice 
of the Baroque grew out of the methods of improvisation of the sixteenth 
century. 
Another term related to this study is the German word "Aufftlhrung-
spraxis". This term refers to the manner in which early music was perform-
ed and should be performed; in particular to the many problems connected 
,.n.th attempts at restoring, in so far as possible, the original sound of 
compositions from the Middle Ages to Bach. One of the "Aufftlhrungspraxis" 
of the 16th and 17th centuries especially in instrumental music would be 
the correct execution of thorough-bass technique. 
The period itself evolves with the rise of monody, opera, oratorio, 
cantata, recitative, etc., and ends with the death of Bach and Handel. 
The music is characterized by ecstasy, exuberance, and sweeping gestures 
of longing and self -denial. 
These qualities find expression in the expressive melodies of the 
17th century, in its long coloraturas, in its pathetic recitative, 
its frequent use of chromaticism, and its capricious rhythms. 
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Particularly the early Baroque music (prior to 1650) shows, in its can-
zonas and toccatas, striking traits of capriciousness, exuberance, 
and irregularity, while later composers such as Carissimi and Corelli 
brought1about a trend towards greater restraint and regularity of 
style. 1 , 
The Baroque is also the greatest period o~ fonns such as the 
ostinato, variations, suite, sonata, d~ capo aria, rondo, concerto, opera, 
oratorio and cantata. There are two principle contours, soprano and bass, 
with improvised harmony. There is wide use of "stile concertante" or con-
trasting effects as 1r2ll aa improvisation and ornamentation, tonic-dominant 
relationships and the four measure phrase. 
Rhythmic pulsations are organized upon a general metrical basis ex-
cept in the case of the recitative, which by its very nature must follow 
the textual accents. Tempo rubato was employed during the early part of 
the period in general conformity to the principles of prose-rhythm. In 
the later years of the Baroque, this same use of rubato was employed chief-
ly as a broadening effect at the conclusion of the section. 
Monody naturally implies an elevation of the melodic line with a 
subordination of the accompanying parts. Voices should retain their ~ 
dependence, however, especially in the contrapuntal writing such as found 
in the works of Bach and Handel. This will insure an importance of "ver-
ticali ty" which is really the new consideration of the Baroque, and will 
point toward the harmonic developments. 
Caccini, in his historic work "Le Nuove Musiche" published in 1601, 
recognized only two registers in the voice; the full and natural voice, and 
the artificial voice. Male singers could use only their full and natural 
voices, while the treble parts were carried by both boys and females. He 
even employed the female falsetto voice occasionally. His rational pro-
gram for the true interpretation of this style was based on miraculous de-
vices of the old poets, simultaneously counteracting the sensuous ear-tick-
ling of the bravura embellishments in the contemporaryv.ocal execution. 
Caccini 1 s interpretation attacked whatever seemed opposed to genuine emotion-
al expression. Now, with the humanistic attitude of respect toward the word, 
the new interpretative goal was to express clearly the true effect of the 
tone language, as music was significantly called. Broad subjective treatment 
lwilli Apel, Harvard Dictionary of Music, p.336. 
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of the text becomes the basis of performance rather than beautiful tone rows. 
The coloristic possibilities of the word and textual motif more or less de-
termine the expressive quality. In general, the dramatic element has enter-
ed, but on an indi11idual word basis. 
The dynamic scheme is almost totally architectural, being effected 
by entire sectional variation rather than within, the-.: section. The cres-
cendo is achieved but sparingly, and usually merely by the addition of 
voices or added parts. It is interesting to note that Bach's orchestra 
was considered by him to be the equal partner of the voice, and is not 
to be treated as an accompanying instrument. 
The use of modulations by the Baroque composers seems to lay largely 
in the direction it gave to the music rather than the achieving of coloristic 
or sectional contrast. Almost all the forms within this period are based 
upon a succession of planned tonalities with the resulting pattern of the 
starting key proceeding to that of its nearest neighbor and then a return 
to the original. 
Baroque music is only incidentally chromatic and seldom employs 
keys of many flats or sharps. The tempered scale of equal semitones 
as opposed ' to the old "natural scale" had been accepted, but although 
Bach affirmed its more extensive use in the forty-eight preludes and 
fugues in every key, major and minor, his example was not widely fol-
lowed by others, and for many yeF, the Well Tempered Clavier was 
regarded as a theoretical ~ork. 
A singleness of purpose dominated the whole rather than the intro-
duction of several contrasting themes and this one idea is generally 
brought forward with irresistible force. 
Rococo & Classical (1750-1825) 
Rococo is defined by Webster "as a florid style of ornamentation 
characterized by curved lines and dedoration of pierced shellwork, pop-
ular in Europe in the 18th century". The general tendency towards ele-
gance and frivolity are traits also found in 18th century music by which 
Rococo designates the period of the "gallant style". At best the Rococo 
luouglas Jlloore, From Madrigal To Modern Music, New York, vl .W. Norton 
1942, p.44. 
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is a delicate, polished, restrained, and somewhat superficial art; at 
worst it is a deterioration of theartistic standards of the Baroque. 
The main period of Rococo may be said to extend from 1725-1775. 
The rhythmic pulse is to be crisply and precisely felt, more or 
less regularly as in the Baroque period, but with a greater sense of 
lightness and with less accentual weight in general. w1Ule the rhythmic 
organization is for the most part metrical, elasticity of movement is 
somewhat more frequent than in Baroque music. 
Much attention is given the contrapuntal relationships as contrast-
ed to the "stile gallant" importance to the melodic line and subordinate 
supporting voices. There should be a keener awareness of the color af-
forded both the harmonic scheme and the melodic development as well as by 
the presence of chromaticism. 
Expression inclines toward the more delicate and sensitive style, 
touching on the personal presentation of inner content which experiences 
total abandonment in the nineteenth-century. The terrace dynamics of the 
Baroque give w~ to a system of gradation dynamics. The long crescendo 
and diminuendo come into popular use, penni tting more "ebb and flow" to 
the dynamic current, although the dynamic variation is yet relatively 
modest in intensity. 
The classical spirit is more clearly manifest in instrumental music 
than any other form. In general music from t his period is objective and 
shows emotional restraint. 
The Classic Era constitutes "a style characterized by a fine sense 
of roundness of form, equilibrium of means, of expression and content, 
discipline of mind, and an absence of anJ vulgar or sensational effects, 
especially the over-empha~is ot emotional content which makes its 
appearance in a later age~' •••• 
This entire period is influenced and finally overshadowed by the 
emergence and growth of the sonata form. Out of this comes a new type 
of melody which is simple, compact and individual in character. This 
replaces the long lines and figuration styles of the Baroque polyphony. 
l Douglas Moore, From Madrigal to Modern Music, p. 97. 
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A new importance is given thematic material and the homophonic style 
gradually is given decided prefere~ce over the polyphonic. A simple 
harmony and only little use of counterpoint is found. In fact, contra-
puntal forms are generally abandoned. Short and more regular phrases occur 
and dynamics give considerable attention to effects of loud and soft. This 
use of crescendo and diminuendo is opposed to the Baroque use of contrast-
ing levels (ripieno vs. concertina). Also, the advent of the piano from 
the harpsichord with its resulting effects of enhanced rhythm and dynamic 
possibilities plays a large part in shaping the styles of this period. 
19 
Chapter III 
THE STYLES, OCTAVO AND RECORDING LISTINGS 
CHORAL MUSIC STYIE3 COiviPOSERS & ANTHOLOGY SOURCES 
Motet (1400) 
Beginning with the 15th century, Dunstable ReMMA, 414 
novel methods of composition were applied 
to motets. The two characteristics of the HAM, 57 a 
medieval motet, that is, polytextua:lity 
and cantus-firmus tenor, were abandoned Joaquin, HAM 90 
in favor of free composition with the 
same text in all parts. 
Flemish Motet (1450-1490) 
A choral composition 0f a Latin 
scriptural text, in four to six (or 
more voice parts. The first master of 
this period, Ockeghem usually contrasts 
the long cantus-firmus notes with high-
ly florid lines in the other parts. 
Obrecht prefers a more equal treatment 
of the parts, including imitation and 
passages in chordal style. 
Obrecht's method became the point 
of departure for the splendid development 
represented by Joaquin, ~c, de la Rue, 
Brumel and all the later Flemish masters. 
\vi th Joaquin, the imitative treatment of 
successive portions of the text resulting 
in a succession of points, became the 
classical style of the motet - a style 
vrhich has been so fully identified with 
this form that it is usually referred to 
as "motet-style". 
Ockeghem SchGMB 52 
Obrecht SchGMB 54, HA1-i 76 
MoM 56. 
Classical style set by Joaquin and Isaac Joaquin, Isaac, HAM 91, MoM 60 
by following the above into imitative Willaert, HAM 113 
segments while showing mixture of poly- Morales, 001 128 
phonic as well as homophonic treatment. Gombert; deMonte; Lasso !lloH 80 
This influence spread and elaborated Gabrieli; Palestrina HA111 157 
into a polychoral style. (texts in the Morales; Vittoria HAM 149 
vernacular led to the English Anthem) Tallis 001 127 
Palestrina used only male singers Byrd, IW1 150, Mof.1 92 
and usually (by choice) excluded the arch- Senfl; Handl, IWI 156 
estra. Tovrard the last of the period and Hassler, HA.t-1 164 
gail~ into the next, Praetorius did not Goudimel; Regnart; Clemens (Non 
follow t he Palestrina ideal. He showed Papa) HAM 125 
the possibilities of arranging vocal scores Derle, HAM 148 
by changing kaleidoscopically t he colors Nanini, HAM 152 
of voices and instruments. Aichinger, HAM 166 
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The Baroque Motet 
After 1600, the style changed con-
siderably owing chie:fly to the a bandon-
ing o:f the pure a-eappella style and to 
the use o:f . solo voices as well as o:f 
instrumental accompaniment. Old methods 
were modi:fied according to the stylistic 
devices o:f the 17th century, such as 
instrumental participation, solo voices, 
aria style, recitative ete •••• 
German Notets 
Used instruments, solo voice, 
expressive coloraturas, characteristic 
motives in rapid notes, echo-like alter-
nation o:f two singers o:f instruments, re-
alistic e:f:fects, trumpet calls etc. Not 
distinct :from Cantata and Spiritual Song. 
The German motet was chordal in nature. 
Later period, simply developed. 
The German motet arrived at its 
peak in the six motets by Bach, four o:f 
which are written :for un-accompanied 
double-chorus o:f eight voices, while one,. 
"Jesu Heine Freude" is :for :five voices and 
one, "Lobet Den Herrn" for :four voices 
with organ. 
Campra, HM1 257 .__.. 
Jomelli, HAM 299 
Couperin, HAM 266 
Terrodellas, HAM 298 
Germany: Isaak, Senfl, Hassler, 
Lassus, the Flerning. 
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Italy: da Rore, Porta, Andrea and G. 
Gabrieli, Palestrina and 
Nonteverdi. 
_Spain: Vi ttoria, Pedro and F. 
Guerrero, r!iorales 
France: Gombert, Jannequin, Gerton 
England (1560-1650): Tallis, 
Byrd, Morley, Taverner, vlilbye, 
Gibbons, Bull -
(Hany o:f these composers also 
wrote "Madrigals" or secular music 
of similar types.) 
Hasse; Graun; C.P.E. Bach; 
I1ozart; Mendelssohn; Brahms; 
Schumann 
!>'lotets or Chansons may be reproduc d 
either in "ensemble performance", i.e. 
vdth more than one singer to each part, 
or in "soloist performance", i.e., with 
only one singer to the part. There is 
ample evidence to show, toward the end o:f 
the 16th century, ens@~ble performance o:f 
motets was :frequently superseded by 
soloist performance (including colora-
turas) a procedure v1hich evidently :fore-
shadows the monodic style of the 17th 
century. 
(motet con•t) 
Parallel development in France 
Chanson (1450-1530) 
(a continuation of the rondeau and 
ballades) Of a popular nature - the Leid 
was more artistic. Strictly speaking~ ~ 
song in the French language. Poj:yphonic 
chanson around 1500 abandons fixed forms 
in favor of free counterpoint as a 
basic principle of style. It is this type 
to which the name "Chanson" or "French 
Chanson" usually refers to in historical 
writing. Leans toward homophony~ quick 
and pungent rhytbm, sectional and short 
phrases ending simultaneously in all the 
parts. Some employ ternary form (ABA) 
Took on French traits by the time 
of Jannequin and became decadent only afte 
the influence of Ronsards anachronistic 
poetry robbed it of its vitality and 
originality. 
The "Program Chanson" with its im-
itations of bird-songs, street noises etc. 
influenced contemporary Italian Madrigals 
to a great extent. 
Frottola (1485-1520) 
A type of late 15th and early 16th 
north Italian poetry aml music:. Always 
consists of several short sections which 
are arranged and repeated in various 
schemes. Frequently: A B A A B A B 
Essentially chordal in 3 or 4 parts with 
the upper part standing out as a melody. 
They were probably performed as accom-
panied songs, the lo1.;er parts being played 
on instruments. Grew up in the social 
atmosphere of Verona, Padua, Venice and 
particularly :t-1antua where the most fertile 
composers of "frottole11 lived. The form 
became the fore-runner of "Villanella" as 
well as the 11:1-1adrigal". 
Essentially a popular melody or 
street song. Often comic words still 
oftener extremely sentimental. 
Gounod, Saint-Saens, Charpentier, 
Lully, Lalande, Couperin, 
Rameau, Dubois, Franck, 
Borde, d'Indy. 
Binchois Mor·~ 49; 1'1oM, 16 
Isaac; Josquin; Jannequin, 
IJAll'[ 107 
Lasso (16th c.) HAM 145 
Costeley HAM 147 
See also: HAM 91, 118 
GMB 116 + 118 
Josquin; de la Rue 
Jacotin, SchGMB 117 
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Cavazzoni; Oadiac; -'-Crecqui11on NoJ'ii 20 
The most important source is 
"Frottole" published by Petrucci 
in 1504-14. (11 books) 
Best known composers in this book are: 
Marco Cara; B. Tromboncino; 
A. Antiquis; L. Fogliani; 
Josquin. 
Also a book of 22 published at 
Rome in 1526 by Junte. 
Madrigal (16th century) 
An outgrowth of the 11Frottola11 • 
The style of the earliest madrigals, pub-
lished in 1533 differs little from that 
of the late "Frottolas". The term itself 
comes from mediaevil Latin "matricale" 
~iovanni da Cascia and J. 
da Bologna (© 1340) represent 
the earliest known examples of 
polyphonic 2-voiced f•1adrigals. 
meaning "a pastorale in the mother tongue". SchGIVIB 72, 98 
Italian l\'Iadrigal (early) 
The style is, in spite of consider-
able imitation, prevailingly homophonic; 
the 'l<rtHing is in 3 or 4 parts; the expres-
sion is quiet and restrained. 
Jacapo's, 11Ucel de Dio" is an ex-
ample of a "Caccia" plus a triple madrigal. 
Landini's, "Musica son, che mi dolgo pian-
gendo" is the peak of trencento art. 
Landini's., "De! dimmi tu che se cosi 
fugiato" is interesting in that it has 
2 stanzas set as an art song with lov;er 
voices in strict canon. The ritornello is 
entirely in canonic imitation. 
Cipriano de Rare's l~drigals dating 
from the year 1577 1·1ere probably the first 
examples of printed scores. 
Classic l'lri ting is in 4-6 (usually 5) 
parts, t he style more genuinely poly-
phonic and imitative, approaching that of 
t he contemporary motet, the expression is 
deepened and closely allied to the text 
regarding meaning as 1rell as pronunciation. 
A collateral type of this period is the 
"Madrigale Spirituale", designed for 
devotional use. 
The most versatile of the contem-
pora.I"'J "greats", de Monte, Lassus, Pal-
estrina and A. Gabrieli, fused all the 
varied stylistic elements in their pos-
session into a consummate form of inter-
national flavor. In their hands, the 
classical madrigal, now usually 5-voiced 
became the vehicle for colorful experi-
mentation, the testing-ground for bold 
and progressive musicians. 
Verdelot, Festa, Arcadelt. 
Bologna, HA1·1 49; da Cascia; 
Landini HAM 54, Florentia 
HA1·1 50 ,l-10111 41 
(early 16th c.) Festa, RAJ~ 129. 
rcadelt HAM 130, de Rare, 
!IDl 131 
Palestrina HM1 142 
1arenzio HAM 155 
Gesulado HAM 161 
~onteverdi HAM 186, 188 
arenzio HAM 102 
Caccini MoM 122 
de Jlionte 
Lass us 
• Gabrieli 
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Late Hadrigal Development leads to a 
highly elaborate type of music, even ex- Marenzio, Gesualdo, 
aggerated and mannered. Tendencies of 
chromaticism, work-painting, coloristic 
effects, declamatory monody, virtuosity Palestrina 
of the solo-singer, dramatic effects ••• 
all treated vdt h the greatest superiority 
and ease. Harenzio, Prince of Verona, 
Gastoldi, Donati and Nonteverdi em-
ployed strange harmonies without sacrifi-
cing the elaborate polj~hony of tradition. 
(Also see vleelkes and T,ofilbye in the 
English School) 
Particular importance attaches to e 
fact that, at this late date, the madrigal 
vras malleable enough to drop its trad-
itional polyphonic texture and to adapt 
itself to the novel methods of "stile 
concertante" and "stile rappresentativo11 • 
(See r1Ionteverdi and CacciniJ 
English I>1adrigal 
The influence of the Italian Mad-
rigal was felt in England shortly afl§er 1-lilliam Byrd 
ll50. 
vlilliam Byrd and Thomas Morley re-
present the earlier period. The style 
corresponds to a certain extent to that 
of the second Italian school (classic). 
It became "naturalized", ovring to the 
peculiarities of the English language as 
w·ell as to the instillation of an unmis-
takable touch of English merriment or 
melancholy. The English f.'ladrigals appear-
Morley; Gibbons; Wilbye; 
Farmer; Weelkes; Tomkins; 
Bateson. 
ed under a variety of names, such as Songs, ' .. ;·. 
Sonets, Canzonets, Ayres, Pastoral etc. 
They were originally intended for only one 
voice to a part. 
There is no specific literary mean· 
as Ivladrigal stood merely for a many voiced 
secular composition set to texts of varied 
content. 
(For further detail see, Fellows, 
in bibliography. ) 
German l•1adrigal 
No real artistic significance com-
parable to Italy and England. Hans Leo 
Hassler is the outstanding representa-
tive even though many of his Madrigals 
have Italian texts. 
Suanish f.Tadrigal 
Hassler, DTB ii 
Pedro Vila, J • Brudieu, 
P. Ruimonte 
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Choral or Chorale 
(The first spelling is the German form, 
the second the English) 
In general, "Chorales" refer to the 
hymn-tunes, Protestant in origin, but 
t his is not the strict meaning of the 
German uord "Choral". Origi:aally it is a HMI 111 
1·T0rd belonging to the unreformed Church Walter and .Arnold von Bruck 
and means the ecclesiastical "Plainsong" 
the "Cantus choralis". 
The "Choral 11 in the German Roman 
Catholic Church is that part of the 
plainsong sung by more than one voice, 
(the 'Concentus' as distinguished from 
the '.Accentus') 
A good deal of metrical Latin 
Hymnody had come to have a place in the 
service, and Luther drew largely upon this 
in translation; the plainsong melodies, in 
some cases, 1'/'ere taken into the Prot-
estant service, a number of what vre now 
call UChorales" (in the limited sense) 
being, indeed such melodies adapted and 
harmonized for four voic·es. 
The congregation had no recognized 
part in t~e music of the pre-Reformation 
Church, and one of Luther's most striking 
innovations was in the provision of hymns 
and tunes for their singing. Those hymns 
largely took the place of the plainsong 
of the choir in the unreformed church, 
and it i-Tas natural that the same name 
"Choral" should be employed. 
The first Lutheran chorales had 
not the regular rhythms that they later 
took on. They had often a mixture of two-
in-a measure and three-in-a measure, and 
a good deal of the free rhytbrn of plain-
song. The steady procession of even notes 
came gradually into us.e"' and by Bach 1 s 
day (a century and a Half or so after 
Luther's death) it was invariable --
often by no means with advantage to the 
original melodies, Bach being sometimes 
an offender here. During the late 19th 
century there was a movement to restore 
the old 'Rhythmic Chorale', as its de-
fenders called it. 
lvith the Lutheran chorales, as with 
the Genevan and English and Scottish hymn-
tunes, the melody was at first in the 
tenor. During the 17th century it grad-
ually became usual to place it in the 
treble, as to-day. 
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The repertory of the German chor-
ale may be said to have been completed in 
Bach's day. He composed only about 30 -
ifl'iting, however, 400 reharrnonizations of 
existing chorale melodies. 
It has always been the custom that 
the congregational singing of chorales 
should be in unison. It i·ras usual to 
precede the singing of a chorale by the 
playing of an organ prelude and to inter-
polate short interludes between every two 
lines . (see 11lendelssohn's arrangements of 
chorales in "St. Paul") 
Tradition of the chorale was 
s.trong enough to prevent it from being 
subdued by the operatic maelstrom, and 
composers such as Johannes Cruger (1598-
1662); Johannes Schop (d.l664); Johann 
Georg Ebeling (1637-76); Jakob Hintze 
(1662-1702; and Johann Rudolph Ahle 
(1625-73) contributed many fine tunes to 
the texts of Gerhardt, Rist and others. 
The chorales are best lmo1m in 
their harmonizations by Bach. 
(It is interesting to compare Bach's 
settings with those of Samuel Scheidt, 
his predecessor of 100 years (b. 1587). 
"Jesus Christus unser Heiland" by Scheidt 
shows that all the elements of Bach's 
method are already present in Scheidt.) 
Chorales are as popular and as 
much loved in Germany as folksongs and 
became the cornerstone upon which the art 
of the German Composers was built. 
The organ accompaniment to the 
chorale vras a valuable innovation as it ga; e 
an opportunity for VJ ast growth in the use 
of harmony and counterpoint, as well as in 
organ playing as an art, which became 
highly developed by the Gennan musicians 
during the second half of the 17th cent. 
Anthem 
An English choral composition 
wri ttd:m to English \'rords from the Script-
ures or to another sacred text and per-
formed in the 1-TOrship of the Anglican 
Church, i-There it holds a position similar 
to that of the motet in the Roman rites. 
If it included parts for solo singers it 
was called: "verse anthem"; other-wise 
"full anthem11 • It developed from the 
Latin motet. 
Senfl; Praetorius 
HAM 111, 167b, 190 
MoM 210 
Hintze; Able; Scheidt 
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(See separate section in appendix on 
compositions by Bach for H.S . Chorus) 
Early Unaccompanied Anthems 
Rhythmically square, harmonically 
conceived, more syllabic, shorter phrases 
than the motet. English text. (1550-
1625). Some of the composers in the next 
column introduced solos and independent 
instrumental accompaniments, so leading 
the way to the next style. (Even in nmsic 
of this period which we often speak of as 
'unaccompanied' seems often, in practice, 
to have been supported by organ and viols 
doubling the voices) 
Early Accompanied Anthem 
Use of recitative and solo voices 
and sometimes stringed and other orches-
tral instruments. About the period from 
the Restoration to the death of George I. 
Note increase in length, use of halle-
lujah chorus' in fugal style and use of 
two choruses. 
Handelian Anthem 
Robert White; vlm. !Viundy; 
Tallis; 'l'ye; Farrant; 
' Byrd; Gibbons; vleelkes; 
Batten. · 
Child; Blow; Humfrey; 
Purcell ; Rogers; Clarke; 
Aldrich; Croft; Wise; 
Turner; Weldon. 
Eighteenth-century solidity and Handel; Greene; Boyce; 
dignity. (1730-1800) Nearly all of Handells Battishill; P. Hayes; 
anthems in grandiose style and written for Kent; Nares; B. Cooke; 
special festive occasions where an unusual Arnold. 
display of means was possible and proper. 
(See Chandos and Coronation anthems) 
Early 19th Centupy Anthem 
Still solid and dignified but with Crotch; Attwood; 
added tinge harmonically. Ouseley; ivalmisley; 
S.S. Wesley; Goss; Elvey. 
Later Victorian Anthem 
Added grace and tunefulness but Garrett; Stainer; Barnby; 
sometimes a tendency toward prettiness and Sullivan; Stan:ford; Harwood; 
sentimentality. Shaw; Buck (u.s.) etc ••••• 
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Too extensive to cover other than 
in a general statement of i~luence •••••• 
In its first stages opera was an 
expression of the classic dreams of certain 
late Renaissance men of l~tters. As first 
presented, it was an attempt to unite the 
arts of music and drama as they were sup-
posed to have existed in t~e Age of Pericle • 
The somewhat artificial a.:dd anemic result 
was soon enlivened by fusing it with the 
rich resources of the madrigal and the 
festival and religious plays, the operas --
this time, a true product of the Baroque -
sprang into great popularity, not only as a C 
feature of the court life but also as a fea 
ture in the life of the rank and file of th 
Italian people, whose enthusiasm was later 
shared by much of the rest of Europe. 
Opera influenced the whole fUture 
course of music, exploiting the dramatic 
elements inherent in the madrigal, the 
poignant choruses of the Venetian compos-
ers, the natural aptitude of the Italians 
for expressive singing, and all the re-
sources of opulent theatrical art and 
fondness for display of the Baroque. 
It provided in the symmetrical 
aria, the so-called "da capo" aria, the 
design which was to serve as a basis for 
practically all subsequent music, both 
vocal and instrumental; and in the over-
ture and other purely instrumental sections 
it. created independent instrumental types 
and forms ~rhich were to become important 
ancestors of the classic symphony. 
The Baroque (1600-1750) Peri, HAM 182 
Cavalieri, HAM 183 
onteverdi, HA}i 187 
Landi, HAM 208 , 209 
Cavalli, HAM 206 
Cesti, HAM 221 
Provenzale, I:W~ 222 
Lully, HAM 225 
Stradella, HAM 241 
Blow, HAM 243 
Steffani, HAlJI 244 
Purcell, HAM 255 
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The Baroque (con't) 
Recitative 
A vocal style designed to imitate 
Bononcini, HAM 262 
Keiser, IID1 267 
Rameau, HAM 276 
Graun, HAM 282 
Galuppi, HA!'l 285 
Pergolesi, HAM 286, 287 
Arne, HAM 290 
Rousseau, HAM 291 
Gluck, HAM 292, 293 
Piccini, HAM 300 
von Dittersdorf HAl~ 305 
Gretry 1 HAM 306 
and to emphasize the natural inflections of I>'Ionteverdi; Schutz; 
speech. Originated around 1600 as the Lully; Purcell; 
most startling innovation of the "Nuove ·wagner; Debussy (late development) 
Musiche" and in immediate connection with 
the development of the opera. Taking on 
more distinct phrasing, melodic charact-
er,. and definite form it grows into the 
aria of which examples are to b e found in 
Nonteverdi, and the Roman and Venetian 
composers. 
With the rise of the aria as a 
distinct type, the recitative begins to 
assume a more rapid, less melodic 
character. 
(Schfttz, in his latest works, the 
Passions, developed a highly impressive 
type of "archaic" recitative, entirely un- Schfttz, SchGMB 192 
accompanied -- a revival of the Gregorian 
psalm tones.) 
The recitative is sung either to a 
thorough-bass accompaniment, or to a 
written-out accompaniment of a more 
fully developed character. The former 
type is known as ''Recitative Secco", the 
latter as "Recitativo accompagnato11 , or 
"stromentato". 
~ (1600-1750) 
An elaborate solo song with instru- Caccini, HAM 184 
mental accompaniment. Distinguished by I>'Ionteverdi, HAM 189 
its length, through-composed (non-strophic) Albert, HAM 205 
accent on musical design and expression. Cavalli, HAM 206 
Handel, MoM 191 
Bach, ~loM 228 
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Aria (con't) 
The early aria is often in short 2-part 
(AB) design or binary form. Scarlatti 
introduced the dacapo form. He,:; is not the 
inventor of the aria but formalized it to 
the extent of bringing it to the notice and 
constant use of contemporary and future 
opera composers. 
Arias have been rather elaborately 
classified as follows: 
l. The Aria cantabile, slow, smooth, 
pathetic, with opportunities for the 
s:i_nger to embellish his or her part 
by the addition of decorative passages. 
2. The· Aria di portamento, in long notes; 
dignified, with few opportunities for 
embellishment, to b e sung with very 
smooth progression from one note to 
the next and a swelling and fading on 
each note. 
3. The Aria di mezzo carattere, more 
passionate and with an orchestral 
accompaniment that might become 
: . r e1ab.0cate. 
4. 'l'he Aria parlante, declamatory, 'Com-
fort ye', in Handel's Messiah,(which he 
calls recitative), may be considered an 
example of this intermediate type. 
5. The Aria di bravura or Aria d'agilita 
or Aria d' abilita (il e l 'of boldness', 
or agility') Handel's 'Rejoice greatly' 
in the Messiah and the Queen of Night's 
Aria in Mozart's The Magic Flute are 
well-known examples. 
6. The Aria all 'unisono, with the accom-
paniment in unison or octaves with the 
voice part. Handel's 'The people that 
walked in darkness', in the authentic 
version of Messiah (i.e. without 
Mozart's or anybody else's additions), 
is a well-known example of this. 
7. The Aria d'imitazione, a descriptive 
aria treating of birds, hunting horns, 
or anything else that has a musical 
effect capable of being imitated. 
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8. The Aria concertata, the 'Concerted 
Aria' with very elaborate accompaniment. 
9. The Aria senza accompagnamento-
1without accompaniment', and naturally 
rare. 
10. The Aria da chiesa, a 1 church aria' 
~th orchestral accompaniment. 
11. The aria d'entrata, perhaps hardly a 
special type, the term being applied 
to the aria with which any operatic 
performer made his or her first ap-
pearance in the score. 
12. The Aria fugata, with a fugal ac-
companiment. 'But haste' in Handel's 
Semele, is an instance. 
13. The Aria tedesca is simply an aria in 
the German style-a bit less showy 
and more solid than the Italian kind. 
14. The Aria buffa was a comic aria 
15. By Aria aggiunta (added aria) is meant 
merely one not in the original score 
and imported into the performance to 
please the singer or the audience. 
Cantata (1600-1750) 
A composite vocal form which in-
cludes arias, recitatives, duets, choruses 
and ritornellos. Both sacred and secular. 
A virtual replacement of the 16th c. 
l'ladrigal. Carissimi (1605-74) is gen-
erally credited with the transference of 
the Cantata to the church (cantata da 
chiesa) where it developed side by side 
with the (cantata de camera) Concert Room 
Cantata; the chief difference being in the 
subject matter. 
In the early 18th c. cantata dev-
eloped into a considerably more theatrical 
form consisting chiefly of arias based on 
Italian: Scarlatti; Leo; 
Pergolesi; Vinci. 
French: Couperin; Jl1orin; 
Campra; E. Jacquet; Bernier; 
Clerambault. 
Schutz, NoM 137 , HAM 201 ab 
Buxtehude, HAM 235 
Scarlatti, HAM 258 
Durante, Hlll·1 273 
Middle 17th c.: Bassani; Caccini; 
Peri; Grandi; Berti; Rovetta; 
Sanc.es; Kittel; Ivlanelli; Ferrari; 
Cazzati and Monteverdi. 
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Cantata (con't) 
2 contrasting themes, preceded and often 
concluded by an instrumental ritornello 
and accompanied by a string orchestra. 
The German cantata followed 
chiefly along the lines of the 11cantata 
da chiesa" and developed into a unique 
form far more complex than its Italian 
forbears. It was composed of several 
movements for soloists, chorus, and 
orchestra ~usually with addition of or-
gan), on a biblical or religious text of 
a dramatic, mystical or contemplative 
nature. Had a definite place in the 
church service even though non-liturgical. 
After Bach the term cantata was 
applied to vocal works in diversified 
forms, sacred and secular, dramatic and 
lyric, and consisted of solos, choruses, 
and instrumental numbers. As such, it has 
been loosely employed for oratorio, 
passion, and even opera. 
19th century 
Oratorio (1600-1850) 
An extended libretto of religious 
or contemplative nature without scenery 
or .action. By solo voices, chorus and 
orchestra. The sacred cantata is not as 
long or narrative in style. Passion 
oratorios are distinguished from script-
ural and liturgical forms of the Mass, 
Requiem and Passion. · 
(much too extensive to fully include here. 
See appendix for "Historical list of 
Oratorios" showing chief works of import-
ance either intrinsically or as influenci 
the development of the form, or as rep-
resenting the taste or spirit of their 
period .especially in the United States and 
Britain.) 
Keiser; Mattheson; Telemann; 
Graupner; Krieger; Il'lichael and 
J.C. Bach; Kuhnau; Schutz; 
Buxtehude and Handel. 
Greatest was J.S. Bach who wrote 
estimated 295 cantatas. (5 cycles 
of 59 each) 
G.A. Homilius; Haydn; !11ozart; 
Beethoven; Schubert. 
Spohr; Von Weber; Berlioz; 
d 1 Indy; Saint-Saens; Gade; 
Bennett; Smart; Stainer; 
Bridge; Stanford; Parry; 
Corder; Cowen; Sullivan; 
Paine; Foote etc •••• 
Carissimi, HAM 207 
Rosenmuller, HAM 218 
Charpentier, HAM 226 
•relemann, HA.l'-1 272 
Hasse, HAM 281 
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Catch (1615-1740) 
An English round; often indecent 
texts, with lengthy rests i n the melody 
with hochet-like effect which gives the 
chance to "catch" the obscenity. Now 
they are restricted to rounds with some 
verbal humorous device; at an earlier 
period it was applied to any round or 
short composition of that character. 
The word "catch" alludes to the necessity 
for each singer to 'catch-up ' his part 
when the time arrives. The difference 
between the round and the catch originally 
was that the partswere written out as one 
melody and not in score. It was therefore 
necessary for the individual singer to 
determine for himself the time of entrance-
-the difficulty of which was one of the 
most attractive and humorous aspects of 
commercial music-making. 
Glee (1750-1825) 
Hilton; Purcell; 
Rimbault, HAM 309b, 325. 
The Glee is one of two 18thc. forms Arne; Jackson, of Exeter; 
(the other being the ballad opera), which Cooke; Lord Mornington; 
are E.'nglish through and through. Stephen Paxton; vlm. Paxton; 
This is demonstrated by the English Battishill; Arnold; Shield; 
virtues of sinceri ty and forthrightness Smith (john Stafford); Danby; 
as no choral music after the Madrigal Stevens; Wainwright; Storace; 
has done. Generally 3 or more unac- Attwood; ~~zzinghi; Callcott; 
companied parts for solo men's voices S. Wesley; Spofforth; Horsley; 
including male alto. They are generally T.S. Cooke; T.F. Walmisley; 
brief, sectional, and harmonic in style. Beale; Hawes; Bishop; Goss. 
The great period of glee composition was 
between 1700-1825, and the most represent-
ative composer, Samuel Webbe (1740-1816). Samuel Webbe 
Characteristics of the Glee are: 
a. use of modern tonalities 
b. continuous cadencing 
c. emphasis on the harmonic style 
d. many clearly defined sections with 
occasional changes of rhythm. 
Representative glees are foundin Novellos 
Standard Glee Book. 
German Lied (1760- ) 
(too extensive other than a general 
statement) 
A type of composition which had its 
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German Lied (con't) 
origin in the classic period but which 
reached its zenith as a characteristic 
contribution of the Romantic composers. 
It is the musical setting of a 
lyric poem for voice and piano in 'ibich an 
attempt is made to realize the melody as 
inherent in the poem. •ro this is added 
an instrumental background of interpretive 
character, sometimes merely picturesque, 
often of profound psychological insight. 
No preconceived pattern of repetition is 
admitted. The design is conditioned by the 
content of the poem itself. The simple 
strophic pattern is rarely found in the 
lied, and only occasionally the ABA design 
is used. 
Typical Lied relecting the German 
love of Nature and 19th c. Romanticism 
is found in the lyrics of: 
Goethe; Heine; Morike; Schiller; 
Eichendorff; Klopstock, etc •••• 
vle can consider such composers aa 
C.P.E. Bach, Haydn; Mozart; Reichardt; 
Beethoven; Weber; Zumsteeg; Zelter, as 
forerunners of the real Lied composers, 
Schubert; Schumann; Brahms; Ivlendelssohn; 
Franz; vlolf; Abt; and Strauss. 
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:tv10DERN EDITIONS OF AVAILABLE OCTAVO MUSIC 
(Alphabetical listing by composer) 
Composer and ~ 
Aiblinger, c. (1779-1868) 
Jubilate Deo (SATTE) 
Aichinger, Gregor (1564-1628) 
Salve Regina 
Regina Coeli 
Assumpta Est Maria 
Duo Seraphim 
Jubilate Deo 
Pange Linqua 
Adoramus te 
Alma Redemptoris 
Ave Regina 
0 Domine J-esu 
Stabat Ivlater 
Allegri, Gregorio (1580-1652) 
Miserere mei Deus 
Veni Sancte Spiritus (SATE) 
Anerio, Felice (1560-1614) 
Christus, Factus Est 
Alleluja! Christus Surrexit 
Angelus Autem Domini (SATE) 
Ave :tvlaris Stella (SRTB) 
Arcadelt, Jacob (1514-1557) 
Novr Spring in all her glory 
Ave Maria (Remember not, Lord) 
Ave Maria (Hail, Virgin Mary) 
Ave Maria (Give Ear Unto My Prayer)(SSA) 
II II (TTEB) 
¥hat Bliss Is Yours, My Eyes (0 folici occhi) 
Hear Thou Hy Prayer, 0 Lord 
Night Divine, Sweet Christmas 
Jesus Lover Of Ny Soul 
Hail Age of Pure Gold (14adrigal) 
!11ourn Now With Me (Deh come trista) Madrigal 
Arne, Thomas (1710-1778) 
Which Is The Properist Day (SATE) 
Elegy (Come Shepherds, we'll follow) 
Blow, Thou \'linter \'lind (from Shakespeare's 
You Like It" - vl3 pts.) 
"As 
Publisher -~ 
.JF 1308 
GS 5508 
GS 7706; !·ffi 2-\'12899 
I•IW 2-W2899 
IiJW 2-W3394 
JW Chester (ECS) 
ECS 1217 
AB (H) 
II 
II 
11 
11 
ECS 27; GS 6257 
.JF 2812 
ECS 349; BF\Y' 208 
GS 6258 
.JF 2810 
.JF 4854 
GS 2439 
GS 3488 
GS 5503 
Bourne ES 3 
II ES 4 
GS 8982 
ECS 1540 
OD 13994 
TP 312-40143 
Mer. 82 
!11er. 81 
GS 8773; B.ES 14 
GS 9810 
GS 4961 
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Libera Me, Motet (Soli, Chorus, Organ) 
Water parted from the sea (Unison) 
Attwood, Thomas (1765-1838) 
Turn Thy Face From l1y Sins 
Teach me, 0 Lord, the way of Tby statutes 
Turn Thee, again, 0 Lord (w) 
Bach, Johann Christian (1735-1782) 
The Righteous (Der Gerechte) 
I \vill Not Let Thee Go 
Bach, Johann Michael (1648-1694) 
\tlhat can life be but a shadow ? (Motet for 2 
Choruses 9-pts. or 6-pts) 
Bach, Johann Sebastian (1685-1750) 
Alleluja 
Jesu, joy of man's desiring 
0 Sacred Head, Now Wounded 
A Child Is Born in Bethlehem 
My soul awake and render 
0 Holy City, Seen of John 
Praise to the Lord 
Sing Now with Great Rejoicing 
0 jesu So Sweet 
Jesus, Who Dids't Ever Guide Me 
Hear, King of Angels 
With Heavy Fetters 
Now Let Every Tongue Adore Thee 
Break Forth, 0 Beauteous Heavenly Light 
Come Holy Spirit 
Praise Our God Who Reigns in Heaven (en) 
My Friend, 'Tis So Much Wind!' (Phoebus and Pan) 
Now Let All the Heavens Adore Thee 
That word shall still in strength abide 
Come, Thou Lovely Hour 
Nmv I Know That Thou Art Loving 
If Thou Wert Near 
How Brightly Shines Yon f.iorning Star 
Gloria In Excelsis Deo 
J esu is my all 
All Breathing Life, Sing and Praise Ye (motet) 
Planets, Stars and Airs of Space (Xmas) 
I Stand Beside the ~ er Stall 
Awake Thou vlintry Earth 
At Thy Feet 
So Keep We All This Holy Feast 
And He That Doth Search The Hearts 
Thou Sanctified Fire 
ICing of Heaven 
Vergnugte Pleissen Stadt (Wedding Cantata) 
Peters H 112 
ECS 456 
ECS ; TP 20659 
ECS 372 
ECS 1879 
~ 8426 
GS 8427 
GS 8135 
ECS 2249 
ECS 2258 
ECS 2259 
ECS 2260 
ECS 2261 
ECS 2262 
ECS 2263 
ECS 2268 
ECS R271 
JF 7294 
JF 7297 
JF 7428 
Kjos 7025 
Kjos 5002; N 167 
CCB 939 
MW 2655 
MW 2898 
OD 14563 
OD 14151 
ECS 1725 
ECS. 1731 
ECS 1766 
ECS 1781 
ECS 1796 
ECS 2214 
GS 7470 
GS 7554 
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GS 7555; BFW 202; Kjos 17 
BFW 240 
BFW 241 
BFW 298 
GS 8896 
GS 8897 
I"lW 5-W2704 
ECS 450 
-- - - - ------
Subdue us through thy kindness 
Come Let Us All This Day 
Come Together Let Us Sing 
God, Ny King 
Here Yet Awhile 
Now Praised Be The Lord 
From Heaven Above (Xmas) 
God's Time Is The Best Time 
Blessing, Glory, and Wisdom 
Bouree 
Humming Chorus and Violin Solo (Agnolucci) 
(SATBARB) 
(see also ECS catalogue pp. 1-3; 17-18; 32-33) 
Banchierri, Andriano (1565 - 1634) 
Contrappunto bestiale alle mente 
(The animals improvise counterpoint) 
Bateson, Thomas (c. 1570-1630) 
Down the hills Corinna trips (SSATB) Madrigal 
I heard a noise ( SSATB) Ivladrigal 
Sister, Awake (Madrigal) 
Battisnill, Jonathan (1738-1801) 
Beethoven, Ludwig (1770-1827) 
The Heavens are telling (Psalm 19) • 
Hallelujah Chorus (Mt. of Olives) 
Faithfu' Johnie (Scotch folk song) 
The Glory of God in Nature 
Hymn to Night 
0 Charlie is My Darling (Scbtch folk song) 
Of Death 
Oh What Delight (Prisoners' Chol. 'Fidelio') 
Short Is Our Grief, Everlasting Is Our Gladness 
(3-pt. canon for med. voices- SSA) 
Soldier's Song (Irish Folk Song) 
9th Symp. "Ode to Joy" 
To Iv1atzel (4-pt canon for med. voices) 
The Vesper Hymn 
When Thou Dids't Frown (Ruins of Athens) 
0 God, Thy goodness reacheth far (Prayer - SA) 
Belcher, Supply (1751-1836) 
The Harmony of Maine (1794 ) 
Berger, Ludwig (1777-1839) 
ECS 486 
ECS 500 
ECS 1001 
t1IW-2-W2993 
Iv!Vl 2-W2994 
MW 2-W2995 
CCB 323 
MVl 2-W3391 
HWG 1502 
HF83094 
GS 9261 
OUP 
OUP 
Gal. 
ECS 303 
BFW 204 
OP 108; GS 9654 
GS 8055 
GS 2627 
GS 9655 
GS 8120 
GS 1169 
GS 6651 
GS 9653 
GS 2037 
GS 5651 
GS 1219 
GS 1011 
ECS 1569 
l<ler. I'1P 115 
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Bernardi, Steffano (d. 1635) 
Laudate Dominum (Praise Ye the Lord) 
Benedixisti Domine (Thou gavest Thy Blessing) 
Bertali, Antonio (1605-1689) 
Billings, William (1746-1800) 
Crucifixion and Resurrection 
Consonance 
Ivlodern Jilusic 
Hark Hark 
3 Fuging Tunes (Creation; Be Glad Then America; 
When Jesus Wept) 
A virgin Unspotted 
Lamentation Over Boston 
Retrospect 
I Am The Rose of Sharon 
Easter Anthem 
Blow, John (1648-1708) 
Jlwake! Awake! r.ry Lyre (s or T solo, Baritone, Cho. 
Strings, Piano) 
St. Cecilia Ode; Begin the Song! (Soloists, Chorus, 
Strings, Piano) 
Salvator Hundi (SSTTB) 
Boccherine, Luigi (1743-1805) 
}1inuet of the Dolls 
Bonocini, Giovanni Battista (1660-1750) 
Bortniansky, D.s. (1751-1825) 
Cherubim Song #7 
How Greatly Art Thou Glorified 
The Bird, Let Loose in Eastern Skies 
Our Father (Pater Noster) 'VT4-pt. 
Boyce, William (1710-1779) 
Brasart, Johannes (c.l500-1550) 
0 Flos Flagrans (A Hymn to the Virgin Mary - STT) 
von Bruck, Arnold (1500-1554) 
Know'st Thou Then, Poor Judas ? (6-pts) 
Brumel, Antoine (c. 1480-1520) 
Sicut Lilium (Song of Solomon) 
GS 9234 
GS 9235 
Mer. MC 154 
Mer. l'1P 88 
I>l:er. NP 89 
:tvler. I•1P 63 
Mer. HP 62 
1'1er. rw 64 
11:er. MP 123 
Mer. I~IP 124 
GS10054 
GS 9949 
Peters H.342 
Peters H.l08 
Peters H.l05 
GS 6543 
CF 6315; Kjos 7006 
JF 74ll 
ECS 1964 
ECS 866 
Mer. 28 
GS 7559 
Mer. 41 
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Bull, John (1562-1628) 
Burgk, Joachim (1541-16io) 
The Old Year Now Hath Passed Away (motet) 
The Eastern Star So Bright and Clear (motet) 
Buxtehude, Dietrich (1637-1707) 
Cantata 11 0pen to me, Gates of Justice" (ATB) 
("A peri te Mihm Portas Justitiae" - piano -2v.) 
Cantata "Jesu Joy and Treasure 11 (S or T, B soli, 
SATB with piano, 2 v, Bassoon) 
Zion hears the watchmen singing (vlachet auf) '.rB 
Missa Brevis, Kyrie, Gloria (SSATB) 
Byrd, \'Tilliam (1543-1623) 
Ave Verum Corpus 
I Will Not Leave You Comfortless 
Sacerdotes Domini 
The Souls of the Righteous (Justorum Animae) 
Lullaby (SSA) 
The Nightingale So Pleasant 
Psalmes, Sonets, and Songs of Sadnes and Piete 
made into r.rusicke of five parts (1588 Madrigal) 
Songs of Sundrie Natures, composed into Musicke 
of 3,4,5 and 6 pts. 1689 (madrigal) 
Come, let us rejoice (Psalm) SSAT Madrigal 
This sweet and merry month of May SSATTBB 
Assumpta est Maria, Motet for 5 voices SATTB 
Ave Maria, Motett for 5 voices SATTB 
Ave Regina, Mot et for 4 voices SATB 
Beata es, Motet for 5 voices SATTB 
Beata Virgo, Motet for 4 voices SATB 
Beata viscera, Motet for 5 voices SATTB 
Christus regusgen ex mortuis, Motet for 4 voices 
Civitas sancti tui, Motet for 5 voices SATTB 
Confirma hoc Deus, Offertory for 5 voices SSATB 
Ego sum panis vivus, SATB 
Non vos relinquam orphanos, Motet for 5 voices SSATB 
0 magnum JIYSterium, motet for 4 voices SATB 
0 quam suavis, motet for 4 voices SATB 
0 Rex gloriae, motet for 5 voices SSATB 
0 sacrum convivium, motet for 4 voices SATB 
Salve Regina, motet for 4 voices SATB 
Senex puerum portabat, motet for 4 voices SATB 
Tu es pastor ovium, motet for 6 voices SSATBB 
Non nobis, Domine 
Rejoice! Rejoice! (Xmas Carol) 
Two Sacred Songs: 1. Looke Downe 0 Lord 
2. Be Unto Me 0 Lord 
Two Sacred Songs: 1. Come, Come, Helpe, 0 God 
2. I Laid !VIe Dovme to Rest 
Peters 6050 
Peters H. 118 
ECS 538 
Mer. 23 
ECS 919 
ECS 951 
ECS 906 
ECS 90 
Bourne ES 
JF 7418 
OUP 
OUP 
10 
JW Chester Ltd. 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 
ECS 869 
ECS 855 
IVIer. 51 
Mer. 92 
T•Iissa 3 vocum + Credo 
Puer natus est 
Viderunt omnes 
Dies sanctificatus 
'fui sunt coeli 
Ado ramus 
Angelus Domini 
Haec dies 
Joannes -- Passion 
Regina coeli 
Tantum Ergo 
Verbum caro 
0 God, give ear 
rune eyes with fervency 
0 lord, how long v1il t t hou forget ? 
Lord, in Thy wrath 
Even from the depth 
Sing ye to our Lord 
Arise, Lord, into Thy rest 
l'Iake ye joy to God 
Have mercy upon me, 0 God 
Cacci ni, Giulo (1550-1618) 
Caldara, Antonio (1670-1736) 
Crucifixus (16pts) 
Callcott, John Wall (1766-1821) 
To All You Ladies Now On Land 
How Sweet the Moonlight (From Shakespeare's 
11The Merchant of Venice" SATBB) 
Calvisius, Sethus (Kallwitz, Seth) (1556-1615) 
Joseph, lieber Joseph mein 
Campion, Thomas (1567-1620) 
Three Ayres : 1. How easily wert thou chained STB 
2. What unhop'd for sweet supply SAB 
AB(H) 
11 
11 
11 
11 
11 
11 
11 
11 
11 
11 
11 
S&B 
GS 8354 
ECS 927 
GS 2412 
GS 2581 
3. 11b er e she her sacred bow'r adorns STB-OUP 
Two Ayres: 1. 'L'une thy music to thy heart 
2. 0 Dear, that I with thee might livet - OUP 
Out of my soul's depths to thee (Ayre) SATE 
Though your strangeness (Ayre) BTA 
Jack and Joan they think no ill (Ayre) STB 
Ave vivens hostia! (Unison) 
OUP 
OUP 
OUP 
ECS 
:.-40 
Carissimi, Giacomo (1604-1674) 
Plorate, Filii Israel (SSATTB) 
Christus factus est 
Collection: 
ECS 1172 
ECS 2266 
Hynmus Cantem:us Domino (Song Hymns of Praise to the Host) S 1,2 
Cantata Mecum Domino (Praise Ye, with me, the Lord) S solo 
Cantata Omnes Domino (Let us praise the Lord our God) 6-pts. 
Complete ECS 1968 
Casciolini, Cl (fl. 1700) 
Pahis Angelicus SSA 
Istorum est (To them hath been given the kingdom) 
Cavalli, Pietro Francesco (1600-1676) 
Charpentier, r4arc-Antoine (1634 - 1704) 
Mass for Holy Satu~ SATE 
Cherubini, I1ia.ria (1760-1842) 
Sleep, Sleep, Noble Child 
Clement, Jadgues (Clemens Non Papa) (1510-1556) 
Adoram:us te SATB 
Vox dieantis: Clama SAATB (Advent) 
Ascendit Deus 
Missa Misericorde 
Ave Verum 
Ego sum panis 
0 Crux Ave 
Compere, Loyset ( ? 1578) 
Return, My Faithless Heart (Le Renvoy) SAB 
Cooke, Benjamin (1734-1793) 
Cooke, Herux ( -1672) 
aonper, Robert (16th centur,y) 
Gloria in excelsis Deo (4-pt) 
Couperin, Francois (lli68-1733) 
Lamentations of Jeremiah (Troisieme Lecon de 
Tenebres) S M 
Corsi, Guiseppe (b. 1659) 
Adoramus te Christe 
JF 6434 
ECS 1221 
Mer. 
GS 283 
Bourne ES2; ECS 948 
ECS 
GS 
AB(H) 
II 
II 
II 
Mer. 42 
ECS 
r.ler. 14 
GS 6259 
Corelli, Arcangelo (1653-1730) 
Costa, M. (1806-1886) 
With Sheathed Swords (Naaman) 
No Evil Shall Befall Thee 
A Frangesa 
Coupirin, Francois (1668-1733) 
Croce, Giovanni (1557-1609) 
\vhen I was :poor and in heaviness (Ego sum pauper 
et do1ens) 
Cruger, Johann (1598-1662) 
Now thank we all our God 
Jesus Christ, Ny Sure Defense 
Danby, J. (1757-17981 
De Binchois, Gilles (1400-1460) 
A Solis Ortus Cardine (From 'vlhere the Rising Sun 
Ascends ~ sM. 
Decius, Nicolaus (d. 1541) 
To God On High (Chorale) 
Deschermeier, J ( 
0 Sacrum Convivium SATB 
0 Salutaris SATBB 
0 Esca Viatorum SATBB 
Pange Lingua (Ab) 
Tantum Ergo SSAATTBB 
Adoremus 
Laudate Dominum SATBB 
Crux Ave Benedicta SATBB 
) 
0 Gloriosa Virginum SSAAT~BB 
Pange Lingua (D) 
Tantum Ergo SSAATTBB 
Des Pres, Josguin (1445-1521) 
Ave, Verum Corpus (motet) 
Tu Pauperum Refugium (motet) 
Salve Regina (5-pt motet) 
Christe Eleison (from filass L'Homme Arme) 
rhserere (motet) 
Ave Naria 
De Profundis 
Tu Solis Qui Facis Mirabilis (motet) 
CCB 248 
GS 284 
Robbins 
ECS 1252 
ECS 2115 
TP 312-40144 
Mer. 38. 
ECS 1127; 1577 
JF 5396 
II 5399 
II 5403 
II 5404 
II 5405 
II 5406 
II 5407 
II 5408 
ECS 34; Kjos 7005 
ECS 62 
Music Press 93 
B.I<I . 137 
JF 7301 
Ivler.44 
I'ler. 43 
Mer.45 
Pleni Sunt Coeli & Agnus Dei (SA) 
Grieve Ye No More (Pus Nulz regretz) 
Hearts in Despair (Cueurs desolez) 
Woe, Grief, Despair (Parfons regretz) 
Donizetti, Gaetano (1797-1848) 
What From Vengeance 
DovTland, John (1563-1626) 
Come again sweet Love 
Seet Love Doth Now Invite TTBB 
Stay, Time, Awhile Thy Flying 
Awake, Sweet Love 
What if I Kever speed 
Flow My Tears (Ayre) SATB 
If My Complaints (Ayre) 
Me me, and none but me (Ayre) 
Fine knacks for ladies (Ayres) 
Weep you no more sad fountains! (Ayre) 
Sweet, stay awhile 1 (Ayre) 
Disdain me still (Ayre) 
Shall I strive with words to move ? (Ayre) 
Come away, come, sweet love (Ayre) 
Woeful heart with grief oppressed (Ayre) 
Now, 0 now, I needs must part (First Booke of 
Ayres' 1595, Unison ) W 
Draghi, Antonio (1635-1700) 
Dressler, Gallus (b. 1533) 
I Am The Resurrection 
Ducis, Benedict (1480-1544) 
Dear Christians, Let Us All Rejoice 
Dufay, Guillaume. (1400-1474) 
Ave Regina Coelorum (2 motets; AAT*SATB) 
Magnificat in the 8th mode S~rTB 
Duns table, John ( 1370-1453) 
Veni Sancte Spiritus (Published in commemoration of 
Mer. 25 
~~er. 48 
flier. 39 
!VIer. 47 
TP 6199 
GS 2264; ECS 35 
Bourne ES7 
HF 81133 
OD 14447 
GS 8775 
OUP 
OUP 
OUP 
OUP 
OUP 
OUP 
OUP 
OUP 
OUP 
OUP 
ECS 1520 
HM motet series 
HM 
Mer. 116 
Mer. 29 
the 500th aKKiv. of the death of Dunstable) Peters H. 1453 
Durante, Francesco (1684-1755) 
Misericordias Domini (motet 8-pt) 
Kyrie 
ECS 941; Kjos 7036 
GS 9566 
Eccard, Johannes (1533-1611) 
Presentation of Christ in the Temple (motet) 6v. 
Over the Hills Maria \'lent 
Epiphany (Sweet Mary to the Temple Fares) motet 
From Heavn's Heights I Come To You 
A Mighty Fortress Is Our God 
See lf.hat Affliction (6-pt motet) 
In Dieser Oesterlichen Zeit (Have Done, Dull Care) 
Erythraus, Gotthard ( ) 
In The I•hdst Of Earthly Life 
Este, Nichael (1535-1609) 
GS 2618 
GS 8420 
CF 11 
CF 14 
CF 15 
GS 7561 
111er. 202 
•rp 312-40152 
How Merrily we Live SSA GS 5359 
(see Groves dictionary for complete list of compositions) 
Farmer, John (1565-1605) 
Fair Phyllis I saw 
Farrant, Richard (1530-1580) 
Lord, for thy tender mercies' sake 
Call to remembrance, 0 Lord 
Hide not Thou Thy Face from Us 
Festa, Costanzo (1490-1545) 
Down in a flow' ry vale 
0 thou Lord who only doest wondrous things 
( Tu sol us qui facis mirabilia) 
Fischer, Carl Aug. ( 
'· ' · .. 
The Song of I11ary (7-pts) 
Ford, Thomas (1580-1648) 
) 
What then is love, sings Coridon (Ayre) SATB 
Since First I Saw Your Face 
Almighty God, 1>/ho Hast Me Brought 
Fortsch, Johann (1652-1732) 
Franck, rllelchior (1573-1639) 
In deinen Annen (In Thy Loving Anns) 5-pt. 
Father, Thy Holy Spirit Send (Jesu dein Seel') 
Frescoba1di, Girolamo (1583-1644) 
ECS 1947 
GS 4912 
ECS 1639; CCB 961 
ECS 1542 
GS 2265 
GS 8353 
GS 7659 
OUP 
GS 6486 
ECS 1709 
GS 5787 
ECS 1687 
Fuger, Kasper (1562-1617) 
Alleluja! (Uns ist ein Kind) Cantata #142 
(Harmonized by Bach) 
Fux, Johann Joseph (1660-1741) 
He shall give his angels (Angelis suis Deus) 
Gahrieli, A. (1510-1586) 
Angeli Archangeli SATB 
Te Deum Patrem SATB 
Filiae Jerusalem 
!vlissa Brevis 
Magnum mysterium 
Sacerdos et Pontifex 
Gabrieli, Giovanni (1557-1612) 
0 Jesu mi dulcissimi 
Jubilate Deo (8-pt) 
Benedictus (12-pt) 
In Ecclesiis (8-pt) 
Beata is Virgo Maria (6-pt) 
Benedixisti (Thou hast been gracious - 7 pts) 
Gallus, Jacobus (Jacob H!ndl, see) (1550-1591) 
Gastoldi, Giovanni Giacomo (1556-1622) 
Tutti venite armati 
Gesies, Bartholomaus (1560-1613) 
vl e walk the earth as pilgrims 
0 Father, all creating (2-pt1 Harm. Bach 
Strife Is O'er, The Battle Done 
Gesualdo, Don Carlo (1560-1613) 
8 Madrigals for Mixed Voices (collection) 
1. Luci serene e chiare 2. Ecco, 1-loriro dunque 
3. Ahi, gia mi discoloro 4. Lo tacero 
5. Invan dunque or crudele 6. Dolcissima mia vita 
ECS 1671 
ECS 1254 
JF 6288 
JF 2813 
ill-! 
AB(H) 
II 
II 
GS 
GS 4245; ECS 934 
GS 4250 
GS 4452 
GS 6260 
GS 7625 
ECS 1722 
ECS 1568 
TP 312-40157 
7. Itene o miei sospiri 8. Moro lasso al mio duolo 
Gibbons, Orlando (1583-1625) 
0 Thou, the central orb 
The Silver Swan SAATB (Adapted for Jr. H.) 
Hosanna to the Son of David 
Deliver Us 
Almighty and Everlasting God 
Oh Lord! Increase !1y Faith 
Peters 4363 
BFW 378 
GS 0076; Bourne ES 12 
ECS 1689 
GS 8983 
ECS 1686; CCB 952 
BFW 205 
45_ 
vlhat is our Life ? 
liiow each flow'ry bank (Madrigal) SATTB 
Blessed be the Lord 
Glorious and Powerful God 
God is gone up 
Lift up your heads 
This is the record of John 
Why art thou so heavy, 0 my soul 
Giovanelli, Rugiero (1560-1625) 
You defy me, beloved foe SSATB 
Gluck, (Christoph Willibald) W. von (1714-1787) 
D@ Profundis 
Two Chorus' from 'Orpheus' 
l. If here where all is dark and silent 
2. From the realm of souls reparted 
Chaldean Nights 
Thou, to great Latona given (2-pt W) 
Goss, Sir John (1770-1817) 
0 Saviour of the World 
The Wilderness 
I heard a voice fonn heaven (burial) 
Comfort, 0 Lord, the soul of thy servant 
Graun, Karl Heinrich (1701-1759) 
Goudimel, Claude (1505-1572) 
Bread of the World in Mercy Broken 
Praise God From \fuom All Blessings Flow 
'rhe \'lise Nen, beholding the star 
Grazioli, Giovanni (1755-1820) 
God be with thee! SAT or SAB 
God be with us 
Gretry, Andre (1741-1813) 
The Watch is Passing 
Handel, George F • . (1685-1759) 
Haste Thee Nymph (L'Allegro) 
In Thee 0 Lord Have I Put 1-ly Trust 
Sing Unto God 
Awake the Trumpets Lofty Sound (Samson) 
Let Their Celestial Concerts All Unite (Samson) 
May No Rash Intruder (Solomon) 
OD 14504 
OUP 
" 
II 
" 
II 
" 
" 
ECS 1148 
ECS 1223 
ECS 911 
Gs 9187 
ECS 1528 
CF 253; ECS 1719 
Novello 31 
ECS 1705 
ECS 2220 
CF 6365 
CF 6367 
ECS 1258 
ECS 1704 
ECS 2223 
ECS 67 
CF 6297 
ECS 2250 
JF 7288 
MW 2901 
MW 2902 
MW 2895 
.-}_6 
• He ~Tas Despised 
0 Lord, Correct Me 
Hallelujah, Amen (J. Maccabaeus) 
To The Hills 
Ask if yon damask rose 
TJiusic, Spread thy voice around 
Endless Pleasure, Endless Love 
To our Great God 
Great is the Lord 
All His MerciesShall Endure 
Prepare the Hymn, Prepare the Song 
Deck thyself, my soul9 .. ·with gladness 
Draw the tear from hopeless love (Solomon) 
Their bodies are buried in peace SATB 
Hark how the woods (ATalanta) 
Foundling Hospital Anthem (2 soli, Str, 2 Oboes) 
(Other selections see GS catalogue p.41; see 
ECS catalogue pp. 9, 27, 36) 
H&ndl, Jacob (Gallus, Jacobus) (1550-1591) 
Lord in thy resurrection (8-pts) 
Alleluia, Christ is risen (Antiphonal) 
Resonet in Laudibus SATB 
Alleluia! vie Sing With Joy 
Beati estis (Blessed Are Ye) 
Ecce, quomodo moritur 
Lord, in thy resurrection 
Adoramus te Jesu Christe 
0 Salutaris SSAA 
Ecce Concipiet SSAA 
In Nomine Jesu SAATB 
Christus factus est (4-pt W) 
Regnum TIJ:undi (motet) 
Repleti Sunt (motet for double chorus) SSAA, SSAA 
Trahe Me Post Te SSSAA 
Pueri, concinite 
Ave Maria 
Ascendit Deus 
Confirma hoc 
Christum natum 
Dicunt infantes 
Dies sanctificatus 
Ecce quomodo 
Exsulatate 
Natus est nobis 
0 Sacrum 
Hassler, Hans Leo von (1564-1612) 
Cantate Domino 
Agnus Dei SATB 
Dancing and Springing SSATB 
CFS 1365 
CFS 1364 
CFS 1385 
CCB 207 
BM 1805 
I11W 2-W2990 
MW 2-W2989 
MW 2-W2992 
MW 2-W3393 
MW 2-W3390 
MW 2-\'13393 
GS 8468 
GS 9910 
ECS 1010 
OUP 
Peters H50 
GS 8005 
ECS 931 
Bourne ES 6 
ECS 1692 
Row 294 
GS 8424 
GS 8005 
JW Chester 
JF 5050 
JF 5283 
ECS 1692 
ECS 869 
I>l:er. 33 
li!er. 31 
Mer. 32 
GS 
.AB(H) 
II 
II 
II 
II 
II 
II 
II 
II 
II 
ECS 68 
Bourne ESl 
Bourne ES8 
Blessed Saviour, O!lr Lord Jesus 
How Shall I E'i tly Neet Thee 
Crucifixus etiam pro nobis (Ymss I, Credo) 
Dixit ~Iaria 
Jesu, Slain for Us 
Ave Maria Stella 
Ein Lied vom Rosengarten 
Now start we with a goodly song 
With Love My Heart Is Ringing SATE 
Now Let Us Lift Our Youthful Voices SATB 
0 Sing Unto the Lord (motet) 
0 Sacred Head Now Wounded TTBB 
A Song of the Rose-Garden 
Angel said unto the shepherds (the) 
Now We Praise Thee 
Lamb Goes uncomplaining forth 
I Thee Alone, 0 Christ, Ny Lord 
Christ Is Arisen 
We All Believe In One True God 
From Depths of Woe I Cry to Thee 
Ad Dominum Cum 'rribularer (motet) SSATB 
Illlissa Secunda 
Missa Super: "Dixit Maria" 
Angelus ad pastorem 
Dixit Maria 
Gratias agimus 
Jubilate Deo 
Regina Coeli 
Tu es Petrus 
Haydn, Franz (1732-1809) 
Come Gentle Spring 
Darken'd Was All the Land (Tenebrae) 
Serenade 
To the Women 
Lo, my Shepherds hand divine 
Lamb of God 
Ny mother bids me bind my hair (unison) 
Praise the Lord 
Spacious Firmament (unison with descant) 
II II (full) 
The Holy Ten Commandments (Canons 3-5 pts) 
Tis Thou To Whom All Honor (from "Song of Thanks 
to God") 
Harmony in Marriage 
Haydn, Johann Michael (1737-1806) 
GS 7563 
OD 15104 
ECS 1918 
Row 297; JF 2818 
Kjos 7004 
Kjos 5012 
Gs 8415 
GS 8413 
CF 4644 
CF 4646 
HF 87501 
CCB 1403 
GS 8413 
ECS 1227 
ECS 2215 
TP 312-40136 
II 40137 
II 40138 
II 40139 
II 40140 
r·1er. 2 
AB(H) 
II 
II 
II 
II 
II 
II 
II 
TP 20160 
TP 312-40055 
GS 1087 
GS _10012 
ECS 1715 
ECS 1776 
ECS 1016 
ECS 1874 
ECS 1829 
ECS 1877 
Mer. 10 
Mer. 84 
Mer. 83 
Tenebrae Factae Sunt (Dark was the earth with clouds) ECS 1691 
Heredia, Piedro (d. 1648) 
Missa super Cantu Romano ECS 1228 
Hemann, Nikolaus ( 1485-1561) 
Ye That Have Spent The Silent Night (Harm Reger) 
Hewitt, James (1770-1827) 
Federal Street 
Hiller, Johann Adam (1728-1804) 
Hintze, Jacob (1622-1702) 
Take my life, and let it be (2 pt.W) 
Hofhaimer, Paulus (1459-1537) 
Nach Willen Dein (If thou dost say) 
Herzliebstes Bild (0 picture fair) 
Holyoke, Samuel (1762-1820) 
Andover 
Horsley, William (1774-1858) 
See the chariot at hand 
Ingegneri, Marc Antonio (1550-1592) 
Lucis Creator Optime 
Ecce enim evangelizo 
Ecce quomodo 
In monte Oliveti 
Jerusalem surge 
0 bone Jesu 
0 Domine Jesu 
Omnes amici 
Flange quasi virgo 
Sicut ovis 
Surrexi t pastor 
Tristie est 
Tenebrae 
Isaac, Heinrich (1450-1517) 
0 World, I Must Be Parting 
Now Rest Beneath Nights' Shadow 
Upon the Cross I'll Nail Me (motet) 
Now all the woods are sleeping (2-pt W) 
l'!Iy only joy (4-pt \·1) 
Janneguin, Clement (1485-1550) 
Chanson (Au j_?=!-y jeu) 
Ce Moys de Iviay (This l\1onth of May ) W 
ECS 1504 
GS 
ECS 1575 
GS 8416 
GS 8417 
GS 
GS 2469 
ECS 
AB(H) 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 
GS 8425 
CCB 909 
HM 
ECS 1567 
GS 7138 
ECS 1987 
Jean IV, Roi de Portugal (1604-1656) 
Crux Fidelia 
Johnson, Robert (16th century) 
Dum transisset Sabbatum (Easter) 
Jones, Robert (16th century lutenist) 
Though your strangeness (Ayre) SA or TB 
Is This Fair Excusing (Madrigal) SATB 
Keiser, Reinhard (1674-1739) 
Kerll, Johann Kasper (1627-1693) 
l{imball, Jacob (1761-1826) 
Leicester 
Marblehead 
Down East Spirituals ( 10 Choruses) 
Krebs, Johann (1713-1780) 
Eight Choral Preludes (For use with organ 
edition) Unison 
de La Lande, Michel-Richard (1657-1726) 
Dixit Daminum SSATBB soli with orch. 
Te Deum Laudamus SSATBB soli with orch. 
Landi, Stefano (1590-1655) 
di Lasso, Orlando (1532-1594) 
Echo Song (Villanella) 8-pt. M 
f-1atona lovely maiden (madrigal) 
Adoramus te (TTT) 
Good day, dear Heart (Bonjour, mon coeur) 
Inimici autem 
Landsknecht 1s Serenade 
In Hora Ultima (The fate of music on judgement day) 
Surrexi t Pastor Bonus (The Shepherd Has Arisen) 
Valley, Deep Valley 
Lord, to thee we turn 
We Adore Thee, 0 Christ 
Though Deep Has Been My Falling 
The Mouth of the Wise Man (De Ore Prudentis 
Pro cedi t IVJ:el) 
Timor Et Tremor 
Penitential Psalm #6 
Sauter, danser (0 to leap and dance) 
ECS 
OUP 
OD 14, 595 
GS 
GS 
Mer. IvlP 122 
Mer. 117 
Peters 
II 
GS 1472 
GS 2421; ECS 26 
ECS 953 
ECS 92 
ECS 954 
GS 1421 
GS 7618 
GS 7685 
CF 6309 
ECS 1688 
ECS 1284 
GS 8423 
GS 7723 
GS 6394; MW 5-W2906 
GH 1187 
GS 9316 
Aus meiner Sunden Tiefe (Though deep has been 
my falling) 
Weary~ my heart with thee doth plead 
We Offer Thanks to Thee, 0 Lord (motet) 
From Darkest Depths of Anguish (motet) 
I•Iy Heart Commends itself to Thee 
0 Eyes of my beloved 
My Heart doth beg you'll not forget (Madrigal) 
Ave Verum Corpus SSATTB 
Ah, could my eyes behold thee (Villanella) 
I lmovT a young maiden wondrous fair 
Christus resurgens ex mortuis SSATB 
Justorum animae SSATB 
Salve Regina SSATTB 
Scio enim quod Redemptor 
Good-day, dear Heart ("Les Meslanges") 
Hodie apparuit TTB 
Audite Nova!:The Big Fat Goose 
Baur, was tregst im Sacke (Farmer, what's that in 
GS 8423 
OD 14420 
HM 
HM 
BFW 368 
ECS 1146 
ECS 1145 
ECS 1229 
ECS 1605 
ECS 1606 
ECS 1606 
II II 
II II 
II II 
ECS 92 
ECS 1230 
GS 5809 
your bag ? ) GS 5810 
. Pulviete~UmbraqSumus :::s:A.'DB JF 6278 
Tibi Laus TTBB JF 2814 
Let us All Flee Love's Desire (Chanson) GS 7129 
Tho' You Nay Be Rather Lean (Chanson) GS 7131 
Cantiones Duarum Vocum (12 motets for 2 equal voices) Mer. 11 
Cantiones Sine Textu for 2 voices or instr. Mer. 16 
Jubilate Deo (motet) JV!er. 80 
Lamentations of the Prophet Jeremiah (First 
Lamentation of the Third Day) SAATB 
· Sal v~r~egmt : (mot~t) 
.Three Psalms on texts and tunes from Caspar 
Ulenberg's Psalter (3 part) 
Earth of the Rain Drinks to Her Mind SAATB 
Now vlhen I am Strong and Well SATTB 
Lawes, Henry (1595-1662) 
Lefevre, Jacques ( 1455-1547) 
Las! i1 n 1 a nul mal (The Pain of Love) 
Love Me Truly, Shepherdess (Chanson) 
Lejeune, Claude (1528-1601) 
Benediction avant le Repas (Dear God, 0 Bless Us) 
Three Part Psalms (# 1 s 134; 109; 95; 100; 50) SAB 
(see early polyphonic chorus GS catalogue) 
Leisring, Volckmar (d. 1637) 
0 Filii et Filiae 
Leonardo, Leo (1694-1744) 
Liebhold 
Lo! To us is born an infant 
Mer.22 
Mer. 73 
!-1er.21 
Mer. 8 
I>ler. 9 
GS 5786 
GS 6575 
GS 8879 
Mer. 56 
GS 6395; ECS 41 
GS 7542 
Lotti, Antonio (1667-1740) 
Vere Languores Nostros (3-pts) 
Sanctus 
~Iiserere mei Deus 
Regina Coeli 
Communion Service in the Dorian Mode 
Now with hands to God uplifted 
!11ighty Lord, Thy faithfulness abideth ever 
Crucifixus II (8-pts) 
Crucifixus III (10 ~ts) 
Crucifixus I ( 6-pts) 
Agnus Dei (4-pt W) 
Kyrie (Mass VII) 4-pt 
Nass (Bb) 
Lu11y, Jean Baptiste (1633-1687) 
Woods So Dense (Bois Epais) From Amadis de Gaule 
Luther, 1-'Iartin (1483-1546) 
A I'1ighty Fortress is Our God 
Le r1Iaistre, Natthaus (d. 1577) 
Out of the Depths (motet) 
r~cello, Bendette (1686-1739) 
There is a river (unison) 
Marenzio, Luca (1550-1599) 
Spring returns (Madrigal) 
April is in my Nistress ( face (Madrigal) 
The Shepherd's Pipes 
Tribus Tl iraculis 
Innocentes pro Christe (At the word of Herod) 
Quando i vostri (lfhen your eyes are concealed) 
Zephyrus calls the nymphs 
Liquid were those bright pearls 
Rex G1oriae SATB 
Hodie Christus Natus est and 0 Quam G1oriosum 
0 Sacrum Convivium (motet) 
Sancta haria 
Te Deum Patrem 
!Jlartini, Giovanni Battista ( 1706-1784) 
Mazzocchi , Domenica (1590-1650) 
l'-1:eyerbeer, Giacomo (1791-1864) 
Chorus of Bishops and Pri~'sts (L'Africeine) 
ECS 70 
JF 7300; ECS 2216 
ECS 1231 
ECS 1232; JF 2857 
ECS 1264 
ECS 1696 
ECS 1716 
GS 6396 
GS 6397 
GS 5402 
ECS 1949 
ECS 1904 
ECS1845 
GS 8568 
CF 6372 
EM 
ECS 1894 
ECS 940 
ECS 939 
GS 2499 
Row 285 
GS 7724 
GS 8519 
GS 8411 
GS 8412 
JF 2811 
ECS 1683 
Ner.77 
AB(H) 
II 
I'lonteverdi, Claudio ( 1568-164 3) 
J esu vie Adore Thy Name 
0 Leave Me 
Salve Regina (2-pt vl ) 
Ohime! Ohime! 
Sacre Cantiumculae (# •s 12 & 16 Angelus Ad Pastores 
Ait and Hodie Christus Natus Est - 3pts) 
Morales, Cristobal (1512-1553) 
!VIe ye have bereaved 
0 vos f.lones 
Missa - Ave !ilaria 
Puer Natus 
Morley, Thomas (1557-1603) 
Fire, Fire, T·ly Heart (!iladrigal) 
Dainty, Fine Sweet Nymph 11 
.rvly Bonny Lass u 
Now is the month of Naying 
April is in my Mistress• face (Madrigal) 
I go before, my cha.nner, TB 
Shoot, false love, I are not 
Sing We and Chant It (Ballet) 
Come, Lovers, Follow Me 
Go ye my canzonets . 
It was a Lover and His Lass 
0 Grief, even on the bud 
Said I that Amaryllis 
About the T1aypole 
Hark! Alleluia (Ayre) SSAATTB 
Clorinda false, adieu! (Madrigal) SATB 
T,.,.o canzonets: Fire and lightning from Hean 1 n and 
Flora, wilt thou torment me, TT or SS 
Hark jolly shepherds! (Madrigal) SSAT 
Lamb of God 
See! Lovely day is dawning ( 2-pt W) 
Three Motets: 
1. Easter Motet 2. Prayer 3. Agnus Dei 
:rvrouton, Jean (1470-1522) 
Ate T1Iaria 
Iocundare Jerusalem 
Mozart, Wolfgang A. (1756-1791) 
Lullaby•=!. 
Saviour Source of Every Blessing 
Gloria (12th Mass) 
Kyrie (12th Mass) 
Sanctus (12th Nass) 
Bel. 1097 
GS 941 
ECS 1006 
ECS 913 
Tiler. 24 
ECS 942 
HF 84135 
AB(H) 
II 
GS 2266; ECS 71 
ECS 43 
GS 2288; ECS 20 
GS 2267; ECS 22 
ECS 939 
ECS 902 
ECS 920 
ECS 1082 
JF 7415 
OD 14620 
Pro-Art 1021 
ECS1002 
ECS 1003 
OD 14503 
OUP 
OUP 
OUP 
OUP 
ECS 1771 
ECS 1994 
Mer. 53 
Mer. 40 
f.'Ier. 91 
TP 21343 
CF 6291; GS 54 71 
CF 255 
ws 587 
ws 588 
Praise Ye the Lord, (Laudate Dominum) 
Jesu, vlord of God Incarnate 
Adoramus Te 
Song of Loyal Brotherhood 
Tarry with Me (Ave Verum) 
On Vlinds, Blow Ye Softly 
De Profundis (Psalm CXXX) 
Nighty Spirit all Transcending SAB 
That music enchanting (magic flute) SAB; STB 
Behold the golden sun up-soaring (Magic Flute) 
Dies Irae (Requiem) 
Elves of ·the Forest (Magic Flute) 
Lacrymosa (Requiem) 
Lord who reignest now on high (Davidde Penitente~ 
The Violet (Das Veilchen) Unison 
Nanino, Giovanni Maria. (1545-1607) 
Diffusa est gratia 
Hodie Christus natus est 
Quem vidistis, Pastores (6-pts) 
Hodie nobis 
Graduale: Hoec dies 
Laetamini in Domino 
Nanino, Giovanni Bernardino (1560-1623) 
This glad day, the King of Heaven 
Nicolai, Philipp (1556-1608) 
How brightly shines yon morning star 
Now Let Every 'l'ongue Adore Thee= 
Niedt, Friedrich Erhardt (16th century) 
In l!Iirth and in Gladness 
Othmayr, Kaspar ( ) 
Lord, As Thou Wilt, Deal Thou With Me 
Palestrina, G. Pierluigi da. (1524-1594) 
Hodie Christus natus est (double cho. motet) 
Adoramus Te 
Ecce, quomodo moritur 
ImpDoperia 
Tenebrae Factae Sunt 
Like as the Hart 
P~ter noster 5-pts 
Ave Maria 5-pts 
sXnctus "Missa Papae :Marcelli II ( 6-pts) 
Come Holy Ghost 
Stabat Mater 
TP 312-40059 
Bel. 717 
Kjos 7002 
GS 8651 
ECS 484 
MW 2-W2987 
ECS 2287 
ECS 2244 
ECS 2299 
ECS 1043 
ECS 1594 
ECS 1501 
ECS 1595 
ECS 1942 
.J!JCS 1524 
ECS 1711; 949 
GS 6398 
GS 8376 
AB(H) 
It 
It 
ECS 1235 
ECS 1247; 1781 
ECS 1510 
GS 7540 
TP 312-40159 
GS 
ECS 44 
ECS 45 
ECS 46 
ECS 72 
GS 6444; 3 509 
GS 4331 
GS 4332 
GS 5067 
GS 5309 
GS 9811 
0 Sacrum Convivium (attr.) 
0 Gentle Death 
Tu es Petrus (6-pts) 
Innocentes pro Christo (W) 
Crucifixus ( W) 
When flow'ry meadows deak the year 
0 Bone Jesu 
Jesu! Rex Admirabiles 
EXaltabo Te, Domine 
Alleluia! Tulerant Dominum 
God So Loved the World 
Gloria Patri (double choir) 
0 Domine, Jesu Christe 
Sicut cervus 
Bone Pastor (Bread of Heaven) 
Bread of the World 
Veni Sponsa Chri te 
Alleluia, Lord God 
Exultate Deo (motet) 
Tollite jugum meum 
Benedictus 
:r.Ty Heart It Seemed Was Dying 
Ecce Vidimus 
Crucifixus 
Alma Redemptoris 
To the cellar of wine I came 
Bonum est confiteri 
Jehovah did make this holy day 
Supplicationes 
Sanchte and Osanna 
0 admirabile commercium 
The Strife Is O'er 
Messen und Motetten, Breitkopf and Hartel, Leipzig 
Three Responses (5-pt) 
Popule meus (Improperia) 8-pt 
Gloria Patri, from "Magnificat 'rertii toni" 
Dies sandtificatus 
Missa Papae Marcelli 
S:habat f.'Iater 
Assumpta Est Maria (motet ) SSA 
r·'Iagnificat in the 4th mode 
Two Madrigals: 1. Ballata by Petrarch 
2. Canzon by Pietro Bembi 
All motets from "Song of Praise" 
Passereau (@ 1509) 
He Is Good and Handsome (SATE) 
(Il Est Bel, Et Bon) 
Paxton, Stephen (1735-1787) 
Hmv sweet, how fresh 
GS 5483 
GS 5600 
GS 5603 
GS 5605 
GS 258 
GS 2350 
ECS 1074 
ECS 1074 
GS 7620 
GS 7663 
Row 282 
Bel. 786 
ECS 1734 
CFS 1403 
Row 278 
Row 279 
Row 286 
ECS 307 
ECS 322; GS 7672 
GS 9702 
JF 7302 
JF 7422 
Kjos 7028 
GS 258 
GS 7729 
GS 7995 
GS 9391 
GS 8411 
GS 9798 
GS 9809 
GS 9814 
GS 9943 
GS 6089 
GS 6400 
GS 6403 
GS 6443 
Peters E 963 
PeterssE 966 
Mer. 1 
Mer. 12 
Mer. 58 
AB(H) 
Bourne ES 9 
ECS 924 
55 
Percolesi, Giovanni Battista (1710-1736) 
Glory to God in the Highest 
Laudamus Te 
Stabat ~1ater 
Perez, Davide (1711-1780) 
Tenebrae Factae Sunt 
Perti, Giacomo Antonio (1661-1756) 
0 vos omnes (Come, ye people) 
Ado ramus 
Phi]ips, Peter (1560-1633) 
The Nightingale (Madrigal) SATTB 
Alma Redemptoris Mater SSATB 
Ave Regina SSATB 
Elegi abjectus esse SSATB 
0 Virum mirabilem SSATB 
Pilkington, Francis (1562-1638) 
The Messenger of the delightful Spring SATB 
Sweet Phillida! Madrigal SSATB 
Have I Found He (!•1adrigal) SATB 
0 Softly singing lute (Madrigal) SSATBA 
Rest, sweet nymphs. 
Pitoni, Giuseppe (1657-1743) 
Cantate Domino SATB 
Praetorius, Michael (1571-1621) 
Lo, how a rose e'er blooming 
To us is born Immanuel 
Rejoice Ye Christian Brethren 
The Morning Star On High 
Wake, Awake For Night Is Flying (ss) 
All Glory Be To God On High (ss) 
Now is the Old Year Passed Away 
Sing We All Now With One Accord 
Be Not Dismayed, Thou Little Flock 
Wake, 0 Wake! The watch is calling 
She Is So Dear 
Geborn is Gottes Shonelein 
Vom Himmel Kommt 
The ~1erry Bells Are Ringing 
Our Father Throned in Heaven High 
GS 4424; ECS 47 
BM 141 
Peters E-973 
TP 312-40167 
GS 8351 
TP 312-40174 
OUP 
ECS 
ECS 
ECS 
ECS 
OUP 
OUP 
OUP 
OUP 
ECS 1144 
Bourne ES 5 
GS 5109; ECS 24 
GS 2482; 2481 
GS 2483 
GS 2554 
Row 231 
Row 233 
GS 7541 
GS 7543 
CF 6361 
GS 8410 
Kjos 7014; OD 14888 
GS 9640 
GS 9641 
OD 13993 
ECS 1967 
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In Peace and Joy I Now Depart 
Wake, Awake, For Night Is Flying 
Will of God is Always Best 
How Lovely Shines The Morning Star 
To Us Is Born Emanuel (Xmas motet) 
Christ Is Arisen 
Psallite (Sing We Clear) motet 
Joy and Good Cheer 
Provenzale, Francesco (1630-1704) 
Purcell, Ed'\vard ( 1689-17 40) 
Passililg By 
Purcell, Henry (1658-1695) 
With drooping wings, ye cupids come 
Let r1y Prayer Come Up 
Thy word is a lantern 
The Three Fairies (3-pt) 
Remember Not, Lord, Our Offences 
Thou Knowest, Lord 
Rejoice in the Lord Alway (Bell Anthem) 
In These Delightful Pleasant Groves 
The Stream Daughters (King Arthur) 
Sound the Trumpet 
Three Catches: Bartholomew Fair; Igave her cakes; 
One, Twice, Thrice I Julia tried. 
Come Ye Sons of Art, ode for birthday of Queen Mary 
(Tippett-Bergmann) SAAB- soli, 2 flutes, 2 oboes, 
2 trpts, strings, piano, with cello ad lib. 
B. Schoot's Sohne; Schott and Co. Ltd. 
(Agent - .AMP) 
Rameau, Jean Phillipe (1683-1764) 
Let Us Sing (Que 1' on chante) from "Dardamus" 
Ravenscroft, Thomas (1593-1633) 
We Be Soldiers Three TBB 
We Be Three Poor Mariners TBB 
Willy, prithee go to bed SATB 
Tomorrow the Fox will come to Town SATB 
(1-4 from Deuteromelia) 
It Was the Frog in the Well SATB 
There w ere three Ravens SATB 
A Wooing Song of a Yeoma.n.S of Kent's Son SATB 
(5-7 from Melismata) 
Read, Daniel (1757-1836) 
Newport 
TP 312-40142 
II II 40150 
II II 40151 
II II 40184 
~1er. 190 
Mer. 201 
Mer. 167 
Mer. 58 
OD 14331; GS 7742 
ECS 85 
BFW 371 
BFW 317 
ECS 535 
RCS 1689 
ECS 1541; BFW 209 
CF 6308 
BFW 349; ECS 1106 
ECS 475 
ECS 487; GS 8718 
GS 9797 
MW 2-W2988 
Bourne ES 13 
II 
OUP 
OUP 
OUP 
OUP 
OUP 
GS 
II 
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Regnart, Francis (1540-1600) 
Laissons, mon coeur (Come new, my heart) 
Pleut il aDieu (0 would to God and all the 
saints above) 
Petite Nymfe folata 
Reichardt, Johann Friedrich (1752-1814) 
In the Time of Roses 
Resinarius, Balthasar (early 16th c.) 
Simeon's Song of Praise (motet) 
Rosenmuller, Johann (1620-1684) 
All Men Living Are But Mortal 
Rosse11o 
Adoramus Te (We adore Thee, 0 Christ) 
Rossini, Carlo 
Regina Coeli; Ecce Quam Bonum SSA 
Ave Naria SSA 
J aravi t Dominus SSA 
Rossini, Giocchino (1792-1868) 
Let the Dewdrops do our weeping 
The Carnevale 
Eia Mater 
Inflammatus (When Thou Comest) 
In Sempi terna Saeccula, Amen 
Quando Corpus 
Sancta Mater (I have longed) 
Stabat Mater Dolorosa 
Charity SSA 
The Dance TTBBB 
When Flow'rets are Springing 
La Rue, Rierra De (d. 1518) 
0 Salutaris hostia 
0 Why Not 
Rutfo. Vincenzo (16th century) 
We adore Thee, 0 Christ 
Hide Not Thy Face From My Sins 
GS 9206 
GS 92CJ7 
ECS 1150 
TP 20459 
HM 
TP 312-40145 
GS 8377 
JF 6430 
JF 6432 
JF 6433 
TP 228 
TP 236; GS 4521 
w~ 590 
II 590 
II 591 
ws 592 
ws 593 
ws 594 
GS 5931 
GS 8332 
GS 252 
OD 14211 
Mer. 37 
ECS 1238 
ECS II 
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Sarti, Guiseppi (1729-1802) 
Far, Far Away From You (Madrigal) 
Sartorio, Antonio (1620-1681) 
Christus Factus Est 
Scandel1o, Antonio (1517-1580) 
The Little White Hen 
Spirit Most Holy (motet) 
Scarlatti, Alessandro (1659-1725) 
Exultate Deo 
Alleluia! 
Schehl, J.A. 
Tantum Ergo SATB 
Schein, Herman (1586-1630) 
Christmas Chorale (From heights of H'vn to Earth 
I fare) SAATB 
Who llfi th Grieving Soweth (Psalm 126) SSATB 
Schneider, Friedrich (1786-1853) 
Schroter, Leonhard (d. 1595) 
Rejoice, Rejoice, Ye Christians (motet) 
All Glory Be To God On High 
Schuetky, F.J. 
Emitte Spiritum SSATTBB 
Schulz, Johann (1747-1800) 
Schutz, Heinrich (1585-1672) 
Since Christ our Lord was Crucified (7 last words) 
The Pharisee and the Publican 
I l,vil1 Praise The Lord 
Song of Praise 
Cantate Domino 
Come I pray thee, dwell within me 
Since Christ His Head in Sorrow Bowed 
Jesus our Lord and Master 
CCB 176 
GS 8350 
GS 8840 
mr 
E-V 
GS 783 
JF 6414 
Mer. 7 
IJier. 19 
HM 
TP 312-40158 
JF 3368 
ECS 88 
GS 7473 
GS 7556 
GS 7648 
GS 8678 
GS 8981 
ECS 1690 
GS 7560 
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Christ our blessed Saviour 
Dank sei unserm Herrn 
Blessed are the faithful 
He Who i'li th l<leeping Soweth 
Lo I Am the Voice of One Crying 
Sing to the Lord A New Song (8-pt) 
Ponder My Words, 0 Lord SATB 
Xmas Oratorio 
Resurrection Oratorio 
St. John Passion 
St. Matthew Passion 
St. Luke Passion 
Seven Last vlords of Christ 
From God Shall Naught Divide !lie 
Glory Be To the Father 
I am the Resurretion and and True Life 
Lord Who Is My Guide But Thee ? 
Four Psalms ( 20, 84, 97, 121 ) 
Psalm 1 
Give Ear, 0 Lord 
0 Mighty God, Our Lord (SA) 
Why Afflict Thyself, Oh my Spirit SS 
Senfl, Ludwig (1492-1555) 
The Bells At Speyer 
Hans Beutler, der musst reiten aus 
r.iy hunting-harm sad notes doth play 
0 God, I Call Upon Thy Name (motet) 
Shield, vlilliam (1748-1829) 
0 Happy Fair 
Spohr, Ludiv-ig (1784-1859) 
Praise His Awful Name 
Staden, Sigmund (1607-1655) 
Stevens, Richard John (1757-1837) 
Ye Spotted Snakes (From Shakespears rJJ:id. Nights 
Dream) 
Bl01q, Blovr , Thou vlinter vhnd (As You Like It ) 
From Oberon, in Fairyland 
It was a lover and his lass (Mid Nights Dream) 
Stradello, Alessandro (1645-1681) 
0 Lord Most Holy 
GS 9657 
GS 9658 
GS 10114 
GS 10115 
GS 10116 
GS 5962 
Peters H 111 
" E 981 
II E 980 
" E 979 
II E 976 
" E 978 
" E 977 
TP 312-40146 
TP II 40147 
TP II 40165 
TP II 40173 
Mer. 6 
Mer. 171 
r1er. 13' 17 
Mer. 18 
Mer. 20 
GS 8421 
GS 8422 
GS 8355 
HM 
BFW 346 
TP 20670 
GS 2300 
GS 2297 
GS 6491 
GS 2300 
GH 1116 
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Stoltzer, Thomas (1490-1526) 
All leafless is the forest 
Strungk:, Nikolaus A (1640-1700) 
Suriano, Francesco (1549-1620) 
Regina coeli 
Alma Redemptoris 
John Passion 
lliatthew Passion 
Ave Regina Coelorum 
Salve Regina 
S1van, Timothy (1758-1842) · 
London 
Sweelinck, Jan Pieters (1562-1621) 
Laudate Dominum (5 voices) 
Arise, 0 Ye Servants of God (6-pts) 
0 Lord God To Thee Be Praise 
Hodie Christus Natus Est 
All Thine, Alone, John SSATB 
Chantez a Dieu Chanson Nouvelle-Psalm 96 
Psalm 90 
Psalm 96 
Psalm 102 
Taverner, John (1495-1545) 
The Western Wynde (Mass for 4 v.) SATB 
Tallis, Thomas (1520-1585) 
0 Lord, Give Thy Holy Spirit 
0 God, Beneath Thy Guiding Hand 
Hear the voice and prayer 
If ye love me, keep my commancments 
0 Born of Llbght 
Blessed are those 
That Virgins Child 
All People That on earth do dwell SATB 
Dum transisset Sabbatum SATTB (Easter) 
In Jejunio et fletu STTBB (optional A) 
Laudate Dominum SAATB 
I heard a voice 
0 salutaris hostia (motet SATTB) 
Salvator mundi (motet SATTB) 
f1agnificat and Nunc Dimittis 
Come Holy Ghost 
Lamentations 
0 Lord , give thy Holy Spirit 
Praise be unto the Father 
GS 8414 
ECS 
.AB(H) 
" 
" 
" 
" 
GS 
GS 4803 ; CFS 1348 
ECS 76; GS 2619 
GS 2621 
M\'l 2903 
ECS 1152 
ECS 2111 
IVJ:er. 3 
Mer. 4 
Mer. 5 
JWC (ECS) 
Tudor 68 
BM 
ECS 1638 
CFS 1404; 
GS 8644 
GS 9567 
GS 9946 
ECS 1012 
ECS 1708 
ECS 2269 
II II 
ECS 1637 
JWC 
II 
Mer. 60 
N 
" 
" 
" 
(CF) 
ECS 2269 
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Teschner, Melchior (1584-1635) 
All glory, laud and honor (4-pt) 
Tessier, Charles (b. 1550) 
To woodland glades (Au joli bois) 
Tosti, F. Paolo (1846-1916 
La Serenata 
Tye, Christopher (1498-1572) 
Rorate Coeli (Drop Dew Ye Heavens) 
Omnes gentes plaudite manibus (motet 5v) 
Rubum quem videral Moyses, (motet 5 v. SATBB) 
Father of all 
Ho! Ye that Thirst 
How s till and peaceful 
Lift up the everlasting gates 
Mock not God's name 
0 come, ye servants of the Lord 
0 God of Bethel 
Sing to the Lord 
Van Berchem, Jachet (16th century) 
0 Jesu Christe (motet) 
Vautor, Thomas ( @ 1590) 
Mother I Will Have A Husband 
Sweet Suffolk Owl (TJfadrigal) SSATB 
Vecchi, Orazio (1550-1565) 
The Phoeniz and the Flame 
So Well I Knovr Who's Happy 
Verdelot, Philippe (1505-1565) 
One smiling summer morning 
Viadana, Lodovico Grossi (1564-1645) 
0 Sacrum Convivium 
flliserere SATE 
Te Deum Laudamus Tone V , #2 
da Vittoria, Thomas Luis (1540-1608) 
Jesu Dulcis 
Ovos Omnes 
Tantum Ergo 
ECS 870 
ECS 1083 
GAl. 957-12; GS 9543 
Row 281 
JWC 
II 
Novello 
II 
II 
II 
II 
II 
II 
II 
Mer. 74 
Bourne ES 11 
OUP 
GS 8645 
ECS 1151 
ECS 1609 
ECS 78 
JF 968 
ECS 1278 
BF\'l 371; ECS 79 
ECS 915 
GS 5634 
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Tenetbae Factae Sunt 
Spanish sacred motets 
Vere Languores 
Duo Seraphim (w) 
Tanquam Ad Latronem 
Improperia: Popule Meus 
0 Quam Gloriosum 
0 Magnum Mysterium 
Ave Illaria 
Hear I'ly Cry, 0 God 
Go Forth With Courage 
Judas, who dealt most crudlly 
'l1hen v1ere my eyelids veiled with darlmess 
When the day of Pentecost SSATB 
Ecce Dominum Veniet SATTB (motet) 
I was like an innocent Lamb 
0 Thou joy of loving hearts 
Gaudent in Caelis (4-pt W) 
Tanquam agnus 
Vulpius, !llelchior (1560-1616) 
An Easter Hallelujah (Antiphonal) 
Now God be Praised in Heav~nAbove (Easter) 
Waelrent, Huberto (1517-1595) 
vlinter Song ECS 
Walther, Johann (1496-1570) 
Arise.Arise, This Day Rejoice (motet) 
0 God, In Thy True Vlord 
Come, Holy Ghost, God and Lord! 
Num Komm der Heiden Heiland (motet) 
Webbe, Samuel (1740-1816) 
Glorious Apollo (3-pt) 
Breathe Soft Ye Winds 
Weelkes, Thomas (1573-1623) 
The Nightingale 
Hark, all ye lovely Saints 
On the Pmains.Fairy Trains 
Strike it up , Tabor 
Welcome, Sweet Pleasure 
Your Beauty, It Allureth 
Let Thy J<~erciful Ears~ 0 Lord 
Cease, Sorrows, now (Madrigal) 
When Thoralis delights to i'l'alk (~ladrigal) 
Those spots upon my Ladyis face SSATTB " 
HWG 1772; ECS 72 
OD 
II 13,380 
" 13,381 
" 13,370 
13~575 
13,448 
GS 7626; ECS 1177 
GS 9039; Row 280 
Pro-Art 1015 
GS 7688 
GS 8486 
GS 8409 
ECS 1281 
ECS 
ECS 1280 
ECS 1125 
ECS 1941 
ECS 1507 
ECS 98 
ECS 1693 
ECS 489 
EM 
EM 
TP 312-40183 
HM 
GS 9750; ECS 936 
Row 272 
GS 9846; ECS 49 
ECS 916 
ECS 903 
ECS 537 
GS 8715; OD 14580 
GS 8716 
ECS 1714 
OUP 
OUP 
OUP 
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\'lhat have the Gods (Madrigal SSAATR) 
Me thinks I hear (Madrigal SSAATB) 
Alleluia (Anthem for 5 voices) 
Lady, Your Eye Jvly Love Enforced SSATB 
Come, sirrah Jack ho 
Four arms, two necks, one wreathing 
Wesley, Charles (1757-1834) 
An Easter Alleluia 
Funeral Motet "Carmen Funebres 11 : 
Vanity, all i s Vanity SSATB 
\'les ley, Samuel (1810-1876) 
Wash l-1e Throughly (Psalm 51) 
Lead 1·1e, Lord 
Blessed Be the God and Father 
Whythorne, Thomas (16th century) 
OUP 
OUP 
OUP 45 
ECS 1142 
ECS 840 
ECS 834 
REm. 5-61805 
Peters H 230 
Peters H 230 
ECS 321; BF\'l 206 
GS 8700 
BF'Vl 342 
Three Songs: 1. Such As in Love 2. Thou Shalt Soon See 
3. When Cupid Had Com]!_le.}.led-SAT Mer. 90 
Wilbye, John (1574-1638) 
Adieu, Sweet Amarillis (Maalrigal) 
~That Needeth All This Travail 
Alas! 'i'lhat Hope of Speeding 
The Lady Oriana (Madrigal) 
Away! Thou Shalt Not Love file (Madrigal) 
Happy, od, happy be (Madrigal SATB) 
Fly not so swift my dear(Madrigal) 
Happy streams! whose trembling fall (Madrigal) 
Flora gave me fairest flowers SSATB 
0 Lord, turn not Thy face from me 
Willaert, Adrian (1480-1562) 
Ave Jl1aria 
In qua cumque die 
Song fo St. Catharina 
0 Domine Jesu 
0 magnum mysterium 
Salve crux 
l'lri$ht. Thomas (16th century) 
Nesciens I<iater 
Zeuner, Charles (1795-1857) 
Jesus, I \vill Ponder Now 
CCB 957; Kjos 7023 
GS 8658 
CCB 956 
HW6 
CCB 958 
OUP 
OUP 
OUP 
ECS 1180 
Novello 
AB (H) 
II 
II 
II 
II 
II 
ECS 
TP 321-40182 
RECQIIlMENDED C OLLECTI 01§. 
Rare Choral IVIasterpieces:, Compiled and Edited by Parke S. Barnard 
(r-1usica Sacra Series) Hall & McCreary Company, Chicago, 1951. 
Lass us 
Cardoso 
Biordi 
Perti 
Schubert 
vlalther 
Scottish Psalter, 1635 
Schlitz 
Handel 
Gabrieli 
Mauduit 
Purcell 
Scheidt 
Pergolesi 
Bruckner 
Stobaus 
Mozart 
Tibi Laus 
Panis Angelicus 
Jerusalem 
Inter Vestibulum 
Sound the Cymbal 
Come Redeemer of Mankind 
Psalm 137, in Reports 
The Lord My Faithful Shepherd Is 
Thou Art the Glory of Their Strength 
Filiae Jesusalem 
Psalm 116 
Jubilate Deo 
0 Jesu So Sweet 
0 Sacrum Convi vium 
Locus Iste 
I Have a i'londrous Joy 
God is Our Refuge and Strength 
De Prof'undis 
Haydn, M. Tanguam ad Latronem Existis 
(With Biographical and Historical Notes) 
Later Renaissance Motets, Compiled and Edited by Matthew Nathanael 
Lundquist, (Nusica Sacra Series) Hall & McCreary Company, Chicago 
1937. 
lofal ther 
Senfl 
Resinarius 
Walther 
Ducis 
LeT•laistre 
Scandello 
Burgk 
Schroter 
Dressler 
Anonymous 
Isaac 
di Lasso 
Arise, Arise, This Day Rejoice 
0 God, I Call upon Tby Name 
Simeon's Sohg of Praise 
0 God, In Thy True vlord 
Dear Christians, Let Us All Rejoice 
Out of the Depths 
Spirit Most Holy 
The Eastern Star so Bright and Clear 
The Old Year Hath Passed Away 
Rejoice, Rejoice, Ye Christians 
Let All the Peoples Praise the Lord 
I Am the Resurrection 
Out of the East 
Upon the Cross I'll Nail Me 
We Offer Thanks to Thee, 0 Lord 
From Darkest Depth of Anguish 
(\•lith Biographical and Historical Notes) 
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The Willis Collection of Sacred Choruses, Chorales and Motets For Mixed 
Voices, Compiled, edited and arranged by IIT .N. Lundquist, \'Iillis Husic 
Company, Cincinnati, Ohio 1952. 
Ingegneri 
\llideen 
Bortniansky 
Luther 
Gesius 
J.S. Bach 
Hammerschmidt 
Praetorius 
Eccard 
Gade 
Schutz 
Lundquist 
Merkel 
Blom 
Palestrina 
Behold and See 
Blest Spirit 
Glory to God in the Highest 
In Death's Stro1~ Grasp 
In Peace and Joy I no'" Depart 
Jehovah, Let Me Now Adore Thee 
Lift Up Your Heads 
Lo, How A Rose Is Blooming 
0 Lamb of God 
0 Thou Who Art All Loving 
Praise Be To God 
Prayer to the Holy Spirit 
This is the Day 
To Realms of Glory 
We Do Worship Thee 
Three Centuries of Choral Music, Selected and e:ii ted with historical anq. 
biographical notes by Lehman Engel ( 5 volumes) Harold Flammer, Inc. , 
New York, 1940. 
Vol. l - French-Netherland Music 
Hachaul t 
Dufay 
Binchois 
Okeghem 
Obrecht 
Des Pres 
de laRue 
Mouton 
Jannequin 
Gombert 
der'lonte 
Sel'lllli!sy 
Certon 
Goudimel 
Le Jeune 
Costeley 
Vol. 2 - Italian Music 
Landino 
\villaert 
Zarlino 
Gabrieli 
Vecchi 
Monteverdi 
Gesua.ldo 
Palestrina 
Ballade: Quant Theseus 
Gloria 
He+as, que Poray-je 
Kyrie from Mass: LIHomme Arme 
Mijn Hert Heeft 
Motet: Ave Verum Dorpus 
0 Salutaris Hostia 
Ave Sanctissima iVJ:aria 
Nature Ornat la Dame 
0 Gloriosa Dei Genitrix 
Sel'Anime Piu Belle 
Amours, Partes 
Benedictus from Mass : Regnum Io1undi 
Psalm 73 
~evecy Venir du Printans 
Allez, Mes Premieres Amours 
Per Sequir la Sperancs 
Beatus Stephanus 
Nigra Sum 
Angeli Archangeli 
Prologue from L'Amfigarnasso 
Filli Cara e Amata 
Tu M'uccidi, 0 Crudele 
Congratulamini !'1ihi 
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Vol. 2 (con't) 
Victoria 
Nanino 
Soriano 
Anerio 
Marenzio 
Cavalieri 
Vol. 3 = English Music 
Duns table 
King Henry VIII 
Taverner 
Tye 
Tallis 
Whythorne 
Dowland 
Philips 
Byrd 
Farmer 
Vautor 
Pilkington 
Ravenscroft 
Lichfield 
Morley 
ltleelkes 
Gibbons 
Vol. 4 - German filusic 
Isaak 
Senfl 
Di Lasso 
Sweelinck 
Hassler 
Franck, :111. 
Schutz 
Schein 
Scheidt 
Buxtehude 
Bach, .J.S. 
Hie Vir Despiciens Mundum 
Laetamini in Domino 
Salve Regina 
Honestum Fecit Illum 
0 Quam Gloriosum 
Festa from "The Sacrad Representation 
of the Soul and Body" 
Quam Pulchra Es 
0 My Heart 
Benedictus from "Playn Song" Mass. 
Come, Holy Ghost 
Candidi Facti Sunt 
I Have Ere This Time 
Weep You No More, Sad Fountains 
The Nightingale 
Ave Maria 
Fair Phyllis I Saw 
Mother, I Will Have a Husband 
The Messenger of the Delightful Spring 
Willy, Prithee Go To Bed 
I Always Loved To Call I1'ly Lady Rose 
April Is in My Mistress' Face 
Hark, All Ye Lovely Saints Above 
Why Art Thou Heavy, 0 My Soul ? 
Vergangen ist mir Gluck und Heyl 
Cum Egrotasset Iob Flevit 
Un jour vis un Foulon 
0 Seigneur Loue Sera 
Cantate Domino Canticum Novum 
Bergreigen(Alpine Melody) 
Beschluss (st • .John Passion) 
Soll Denn so mein Herz 
Gib uns heut unser taglich Brodt 
Alles was ihr tut 
Ein feste Burg ist unser Gott 
The Art of Polyphonic Song, edited by Hans Theodore David with English 
translations by Willis '\'lager, G .• Schirmer, Inc., New York 1940 
Glee Hive (Glees and Madrigals) Novello, (HW Gray) 
Oriana (Early Madrigals, British and Foreigb.) Novello 
Part-Song Book (Past songs, Glees and Illadrigals for mixed voices) 
Novello 
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Tudor Motets (Edited by R.R. Terry) Novello 
Rounds and Catches: 
"Catch that Catch Can", 100 English Rounds and Catches edited by ?·1 .C. 
Taylor, \'lindham and Simpson ECS 2038 
The Golden Age of the Madrig~ (12, 5 pt choruses, selected and edi ted 
by Alfred Einstein with English versions by Gustave Reese. SSATB, SATTB, 
SAATB, GS New York.) 
Madrigale (49 Madrigals and ·Part-Songs by masters of the 16th and 17th 
centuries (Squire) 4-6 parts : 3 volumes) 
Vol. 1 B&H 1964 
Vol. 2 B&H 2033 
Vol. 3 B&:H 3611 
(see AMP in Code) 
Palestrina, Leichte Chore (Easy Choruses) edited b y Lohse B&H 1350 
Vittoria, 15 motets, edited by Bauerle B&H 
Antigua Chorbuch (B. Schott's Sohne; Shott & Co., Ltd.) 
Part 1: 171 sacred choral settings by German masters edited by 
Monkemeyer, Ger. & Lat., in 5 volumes 
Part 2: 196 secular choral settings by German masters edited by 
Monkemeyer, Ger. & Lat., in 5 volumes 
(for full in:fomation and listings see A1'1P Catalogue of Choral Music, N.Y.) 
Schott's Chorbuch 
Vol. IV - . 29 choruses: for 3 unequal voices 
(Also see "Drinker Library of Choral Music" c/o Y./estminster Choir College, 
Princeton, N.J.) 
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AVAILABLE RECORDED ANTHOLOGIES AND COLLECTIONS 
L 1 ANTHOLOGIE SON ORE 
(ed. Sachs, Agostini & Raugel) 
COLUMBIA HISTORY OF MUSIC 
(ed. Dr. Percy Scholes) 
TWO THOUSAND YEARS OF MUSIC 
(ed. Curt Sachs) 
MUSICA BOHEMICAE .ANTHOLOOIA 
SEVEN CENTURIES OF SACRED MUSIC 
(Y. Tinayre Lum. 3.20. 018/32) 
SACRED & SECULAR MUSIC OF XII - mith CENTURIES 
(Y. Tinayre andDvonch Ens. AmC 70700/3D set M 431) 
MUSIC BEFORE 1750 
(Parrish and Ohl Anthology) HSL - B 
ANTHOLOGY OF ENGLISH CHURCH MUSIC (vol. 1) 
(C.LX 12f53/9 and LB 91/5) 
RECORDED HISTORY OF FRENCH SONG 
(Lum 2.50.001/12) 
MIJSICHE ITALIANE .ANTICE 
FRENCH MASTERS OF THE MIDDLE AGES 
(La Psallote Notre-Dame-Chailley 6.DB. 5116/9) 
nii th CENTURY MOTETS 
(OL. 109 - Y. Gouverne Cho) 
RENCH CHANSONS & MONODIES, XIIIth-.X:Vth Centuries 
(S. Gebelin - BA M 36,37 ,44,45) 
MONUMENTS OF THE ARS NOVA XIVth Century 
( J. Archimbaud - OL 1/3 and 102) 
MUSICIENS DE LA. COUR DE BOURGOGNEt XVth Century 
(OL. 42,61, 62/3, 126, 136) 
MUSIC OF THE MIDDLE AGES 
(Schola Cantorum Choir - C.DF 102/3) 
EARLY ENGLISH CHURCH MUSIC 
(Nashdom Abbey Singers AmC 73.18/9 M) 
MUSIC OF THE G<miiC PERIOD 
(Du B. Robertson, andVielle Trio - Allo. set AL 14) 
MEDIAEVAL AND RENAISSANCE CHORAL MUSIC 
(Choir of Pius X Sch. of Lit. Mus. - Vic. 13555/60 set MO 739) 
EARLY GERMAN LIEDER 
(Ernst Wolff - AmC 4234/5 M) 
MUSIC OF THE RENAISSINCE 
(L.Lechner (recorder) and Fiedel Trio Pol. 10750/1) 
EARLY CHORAL MUSIC 
(Trapp Family Choir - Vic. 10-6600/4) 
MADRIGALS, MorETS & CHANSONS 
. (Lee Jones Madrigal Singers -Vic 26780/3 set G 26) 
XVIth Century MADRIGALS & CHANSONS 
. (Randolph Singers CES.CHC 36 (LP only)) 
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RENAISSANCE VOCAL MUSIC 
(Madrigalists - Lief - Mus. 211/5 set 20) 
ENGLISH MADRIGALS 
(Cambridge Univ. Mad. Soc. G.C. 3739/50, 24 sides) 
MUSIC OF THE RENAISSANCE 
(M.Meili and Worsching, Vic 11-0010/2) 
RENAISSANCE MUSIC FOR THE LUTE 
(s. Bloch (lute end vocalist) Allo. AL.6) 
ENGLISH LUTENIST AYRES 
(GE. 311, 364, 1507) 
POLYPHONIC CHURCH MUSIC 
(Sistine Choir- Vic.7811/4 set M. 182) 
POLYPHONIC MASTERS OF TEE , XVIth Century 
(Gregorian Inst. Grad. Class '48 - GIOA - Set PM 1 ) 
CHORAL MUSIC OF THE RENAISSANCE 
(GSC IX) 
SHAKESPEAREAN SONGS 
(AmC 69f557/9D) 
SONGS FROM SHAKESPEARE 1 S PLAYS 
(Vic. 26706/11 set P.39) 
ITALIAN SONGS OF THE RENAISSANCE & BAROQUE 
(Gatti, Malcolm (hpsi), G.GSC 43/6 set GSC 7) 
BAROQUE CANTATAS &: SONGS 
(Tee. T 11/15 set T2) 
SONGS OF THE BACH FAMILY 
(AmC 9162/4 M set M 457) 
ITALIAN SONGS OF THE XVIth & XVIIIth Centuries 
(Vic. 17914/6 set M 766) 
CONCERT OF FRENCH CHORAL MUSIC 
(La Po1yphonie Francaise a travers 1es sucles #h. Vox PL 6380) 
13theCENTURY POLYPHONY 
( OL 230/4) 
CATCHES &: GLEES OF THE RESTORATION ( # EA. ALX 3008) . 
ANCIENT MUSIC OF THE CHURCH 
(# AmC. ML 4545) 
COURTLY MUSIC OF XVIth CENTURY 
(Harvard and Radcliffe Mus. Clubs Cho. # Acad. 308) 
FRENCH NOELS AND CHANSONS 
(Beaune Collegiate Chu. Cho. S.M. 43/7) 
GERMAN CHORAL MASTERPIECES 
(Vienna Acad. Chapel Cho. # Sel. LPG 8238) 
ITALIAN MADRIVALS &: GERMAN MOTETS 
(Bavarian Radio Cho. # Mer. MG 1~) 
ITALIAN MADRIGAL * ABS NOV.A. & XVth CENTURY 
(Vassar Mad. Singers # Allo. AIIJ 3029) 
ITALIIN MADRIGALS 
(Milan Madrigalists - #Cam. CLPS 1027) 
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MONACO CATHEDRAL CHOIR 
(Monaco Cath. Cho - H. Carol #SM 33-01) 
PRE-BAROQUE SACRED MUSIC 
(Harvard, Radcliffe Mus. Clubs Cho. # Fest. 70-202) 
RENAISSANCE MASTERPIEC]S 
{Open Score Soc. # Per. SPLP 535) 
SPANISH CHORAL MUSIC 
(# West. WL 5195) 
A TREASURY OF MADliGAIS 
(Renaissance Singers - Engel #AmC ML 4517) 
XVIth CENTURY MUSIC (R. Shaw Chorale # Vic. LM 136) 
THE TRIUMPHS OF ORIANA (complete recording) 
(Madrigal Guild - E. Washington # ML. 70CXJ/2) 
XIIth AND XIIIth CENTURY MUSIC 
(Pro Musica Antiqua Ens. # EMS. 201) 
ITALIAN MADRIGALS AT THE END OF THE RENAISSANCE 
(L. Ma.renzio Vocal Ensemble # 2502 LD) 
For complete listings and details regarding composers and selections 
represented in the above list of anthologies or collections see.: 
Clough and Cuming, The Worlds Encyclopedia of Recorded Music, London 
Gramaphone Corporation , in assoc. with Sidgwich and Jackson Ltd, London, 
1952. (See latest supplement II covering all recording in '51 and '52, 
published in 1953. ) 
Note: 
See latest monthly LP catalogue for up-to-date references such 
as the one published by W. Schwann. 131 Clarendon St. Boston 16, Mass. 
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D:ETAII...S AND C<J.IPLEn'E LISTINGS OF SELECTED COLLECTIONS 
CATCHES & GLEES OF THE RESTORATION 
Atterbury, Luffman: Hodge told Sue he loved her 
Bladwin, John: .A4am catch'd Eve 
Battishill, Jonathan: Here on his back doth lie 
Cranford, Wm: Here dwells a pretty maid 
Mark how these knavish rests 
Hilton, John Jr: She that will eat her breakfast in bed 
Laves, Henry: Man's Life is but Vain (Walton) 
Lenton: Come pretty Wenches ( or by Ives, Simion) 
Wise, Michael: From Twenty - Thirty 
White, Matthew : My ' dame hath a lame tame crane 
Smith, Robert: Have you not in a chimney seen 
* Male Vocal Quartet # EA. ALX 3008 
COURTLY MUSIC OF THE XVIth Centur;y 
Lassus: Ich waiss nur ein Meidlein 
Jannequin: Au joly bois 
G. Wert: Un jour je me' en allai 
Joaquin: Mille regrets 
P. Carton: Je ne L'ose dire 
F. Regnart: Plus qu' il vous plait 
M. Gombert: En avltre avoir 
Jacotin: · Je suis desheritee 
c. de Sermisy: Aupres de vous 
H. Isaac: Vergangen ist mir Gltlck und Heil 
Harvard, Radcliffe Mus. Clubs Cho. # Acad. 308 
FRENCH NOEI...S AND CHANSONS 
Noels, Arr. Samson and Gevaert 
F.J. Tisserand (15th c): Graces soient rendues 
Folk Songs, Arr. Samson 
.Anon (16th c.): Braule de Bourgogne 
Margot, labourez les vignes 
J. Samson: Changeons propos (Marot) 
Beaune Collegiate Chu. Cho - Samson S.M. 43; 7 
ITALIAN MADRIG.A.l.S .AND GERMAN MOTETS 
L. Marenzio: Scaldava il sol (!tal.) 1582 
Ti guerdo negli occhi 
C. Gesualdo: Ecco moriro dunque 
Ahi, gia mi discoloro 
Io tocero 
In van dunque, 0 erudele 1611 
H.L. Hassler: Ach Herr, lass dein' blieb' Engelein 
A. Hammerschmidt: Schaffe in mir, Gott 
Bavarian Radio Cho - Kugler # Mer. MG 10087 
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PRE-BAROQUE SACRED MUSIC 
Byrd: Non nobis, Domine 
Joaquin: Veni, Creator Spiritus 
Dufay: Magnificat octavi toni 
Ingegneri: 0 bone J esu 
Lassus: Spiritus tuus 
Audi tui meo dab is gaudium 
Non avertaa faciem tuam a me 
Ipsa te cogat pietas 
Palestrina: Magnif'icat quarti toni 
Plain Chant: Veni Sancte Spiritus 
Praetorius: Singet hem Herrn 
Harvard, Radcliffe Chol. Clubs Soc. - Russell # Fest. 70-202 
RENAISSANCE MASTERPIECE5 
Joaquin: Ave Maria: Ave verum corpus 
Victoria: Jesu dulcis memoria 
Gaudent in coelis 
Nonesuch Singers - R.D. Smith 
Sel'llllllsy: Vive la serpe et la serpette 
Au joli bois 
Passereau: I est bel et bon 
Jannequin: La plus belle de la ville 
Coste ley: Mignonne, allons voir 
Bristol (USA) UKiv. Fr. Circle - Benham 
Byrd: Ave verum corpus 
Farrant: Hide not thy face 
Call to Remembrance 
Gibbons: ~icat and Nunc dimi ttis 
Redford: Rejoice in the Lord alw~. 
Open Score Soc. - F.Cameron # Per. SPLP 535 
A TBEASURY OF MADRIGAlS 
Claude le jeune: Revecy venir du printans 
Costeley: Allez, mus premieres amours 
Las sus: Ne volis soi t etrange 
Bertani: Ch' a mi la vita 
Gesualdo: Tu m' uccide, o crudele 
Monteverdi: Mom piu guerra pietate 
Bateson: Sister Awake Bk. 1 1604 
Byrd: I thought that love had been a boy 1589 
Gibbons: The Silver swan ; What is our life ! 
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T. Greaves: Come away, sweet love ( 5 voices) 1604 
H. Lichfeld: I always loved to call my lady Rose Bk. 
Tallis: When shall my sorrowful sighing cease 
Weelkes: To shorten winters sadness (5 voices) 1598 
Hark all ye lovely saints " II 
Wilbye: Down in a valley Bk. 2 1609 
Vautor: Mother, I will have a husband 1619 
Renaissance Singers - Engel # AmC ML 4517 
THE TRIUMPHS OF ORIANA MADRIGAlS (1601) 
Complete Recording: (of the original edition) 
M. East: Hence stars! 
D. Norcome: With Angel's face 
M. East: Hence stars! 
J. Mundy: Lightly she whipped 
E. Gibbons: Long live fair Oria.D81. 
J. Bennet: All creatures now are merry-minded 
J. Hilton: Fair Oriana, beauty's Queen 
G. Marson: The nympha and shepherds danced 
R. Carl ton: Calm was the air 
J. Holmes: Thus Bonny-boots 
R. Nicholson. Sing shepherds all 
T. Tomkins: ·The fauns and satyrs tripping 
M. Cavendish: Come, gentle swains 
W. Bobbald: With wreaths of rose and laurel 
T. Morley: Arise, awake 
J. Farmer: Fair :lymphs, I heard 
J. Wilbye: The Lady Oriana 
T. Hunt: Hark! did ye ever hear 
T. Weelkes: As Vesta was from Latmos Hill 
J. Mil ton: Fair Oriana, in the morn 
E. Gibbons: Round about her charret 
G. Kirbye: Bright Phoebus 
R. Jones: Fair Oriana 
J. Lisley: Fair Citherea 
T. Morley: Hard by a crystal fountain 
E. Johnson: Come, blessed bird 
1 1613 
Madrigal Guild - E. Washington (6ss) #ML. 70CIJ/2 
Note: 
See, Hugh M. Miller, Histon of Music (College Outline Series) 
Barnes & Noble Inc. New York 1953, pp. 47-48; 73; 83-84; 88. for an 
excellent compilation of recorded materials. 
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Chapter IV 
SUMMARY AND CONCLUSIONS 
The author has presented in this thesis the formulation of historical 
bases and definitions of selected music styles from 1450-1800, general sug-
gestions for the performance of these works, lists of materials including 
modern editions of octavo music, collections and recordings, together with a 
canprehensive bibliography of books and monographs, articles and periodicals, 
and unpublished theses. 
In its larger aspect, the collection and consolidation of the above 
materials in this form is designed for the high school or college choral music 
directo~s use in one of two w~s: a. a good foundation stu~ for the director 
who has had very little or no acquaintance with styles and music fran these 
periods, or b. to the choral director already acquainted some-what with 
these styles, composite lists of materials and performance suggestions are 
made available with the hope that the director might become interested even 
further in his use of the music of these periods and stimulated to research 
beyong the scope of this paper. ··-- __ ~{0. /"'"' '. 
--- . In its smaller aspect this treatise represents a:--storehousa o'f in-
.--- --
formation and materials drawn from major reference works as well as widely 
scattered publishers listings. 
Several sources stand out in relief as outstanding tools in investi-
gations of this type. Of special interest to students in the Boston area 
is the typewritten translation by Lovewell of the Manual of the Historx of 
~by Hugo Rieman. (see bibliography of principal references) This is 
one of two existing copies available in the United States and is excellent 
in its scope and wealth of material. (I believe the other copy is in the 
New York Public Library, New York City) The World's Encyclopedia of 
Recorded .fllusic by Clough and Owning and Dorian's History of Music in Per-
formance are valuable in the formers presentation of most of the available 
recordings both foreign and domestic and the latter in its discussion of 
style and interpretation. Music in Western Civilization by Paul Henry Lang 
is excellent for its treatment of national styles and the Apel, Harvard 
Dictionary of Music for style definitions and a multiplicity of quick 
.. 
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reference information on all phases of music history, theory, styles 
and definitions. The Howerton thesis, A Comparative Study of Performance-
Style in Choral Literature: from the Renaissance to the Modern Period 
furnished the initial direction for this particular treatise. The 
Tabulated Biographical History of Music by Oscar Thompson certaihly 
should be mentioned as an outstanding quick reference aid. The C .H. Pa.r:ry 
text, Style in Musical Art gives a typically thorough English analysis of 
style and form, where the Leichtentri tt Musical Form gives an analysis of 
musical structure based on aesthetic premises. Any of the Fellow's books 
listed in the bibliography give considerable insight into English music; 
especially of the Madrigal. 
Future directions and suggestions for further research that have 
become apparent might include a. similar investigations in the development 
of instrumental music, b. the expansion of any one of the individual styles 
considered, c. constructive performance suggestions by virtue of experience 
in actual school situations, d. the construction of an "ideal 11 program 
of early music for any given grade level e. report on the use of this 
music in the stimulation of home and/or community performance, f. the 
relationship of music and the church: can ve be objective in its presentation 
in public education ? 
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Appendix A 
A SPECIAL LIST OF THE CH9RAL WORKS OF J.S. BACH SUITABLE FOR USE WITH 
HIGH SCHOOL CHORAL GROOPS l . 
The following listing is taken from an unpublished thesis by 
.Ardith Larson. The author (Miss Larson) after thorough analyses of the 
chorales, the cantatas, and the major choral works of Bach formulated a 
condensed list of the compositions in these various idioms which she 
felt would be of value to the high school music director. No attempt 
has been made by the present author to delete or evaluate these selections. 
The only additional editing vas in the form of the presentation of the 
materials. The author is adding this listing for what-ever value the 
reader may make of the materials and to encourage the use of unpublished 
theses as a basic source of refere.nce matter. 
VARIOUS EDITIONS OF CHORALES BY J.S. BACH 
(Note: All available -from American publishers) 
Novello (H.W. Gray), 223 Chorales, edited by H. Elliot Button, with a 
table based upon rhythm and starting note to identify each chorale. 
Novello (H.W. Gray), Bach Chorale Book,edited by J. Herbert Barlow, 
£57 numbers. 
Oxford University Press, Bach's Four Part Chorales, edited by c.s. Terry, 
English and German texts, 1929. 
Oxford University Press, Bach's Extended Chorales (20) edited by W.G. 
Wittaker. 
Paterson, 24 English Hymns adapted to Bach Chora1es. 
E.C. Schirmer, 25 Chorales, Concord Series No. 1 (Surette). 
E.C. Schirmer, 25 Chorales, Concord Series No. 11 (Surette). 
Ditson, 60 Chorales, edited by Percy Goetschius. 
Di tson, Chorales from the St. Matthew's Passion. 
Hall McCreary, Bach Chorales 
1A ReView of the Choral Works of Johann Sebastian Bach For The Purpose 
Of Their Presentation To High School Vocal Groups, Ardith J. Larson Thesis, 
.University of Southern California, 1941. 
G. Schi:rmer, Sixteen Chorales No. 8212. 
Univ. of Pennsylvania Choral Series, Twelve Embellished Chorales and 
Two Extended Chorales fran the Cantatas of J .s. Bach. No. 14. 
Univ. of Pennsylvania Choral Series, Eleven Easter Chorales, No. 37. 
G. Schi:rmer, 3'[l Harmonized Chorales and 69 Chorale Melodies, edited by 
Albert iemenschneider. 
UNISON CHORALES 
Ditson, My Heart Ever Faithful, from the Pentecost Cantata. No.l4,323. 
BACH CANTATAS SUITABLE FOR USE WITH THE HIGH SCHOOL CHOIR 
No. 4 
No. 37 
No. 41 
No. 50 
No. 79 
No. 104 
No. 106 
No. 118 
Christ} La.y in Death' s Dark Prison, Easter Cantata, Entire 
Cantata may be used. 
Published by Novello and the Univ. of Pennsylvania Choral 
Series. The "Hallelujah Chorus" is published separately by 
M.Witmark and Sons, No. 2740. Edited by Max T. Krone. 
"I Will Lift Up Mine Eyes Unto the Hills", Psalm CXXXI, 
Paterson, No. 1578. 
JbUs, Now Will We Praise Thee, For New Years Dey~ Univ. of 
Pennsylvania Choral Series, no. 62. 
Now Shall the Grace and the Strength For double chorus. 
Difficult, Univ. of Pennsylvatia Choral Series, No. 45; 
H.T. FitzSimons No. 2034. 
God, Our Lord, Is Sun and Shield. Univ. of Pennsylvania 
Choral Series, No. 44. Includes "Now Thank We All Our God", 
the Soprano - Bass duet, "God, forsake not Thou Thy Faithful Folk", 
and the chorale "In Liberty Protect Us". 
Thou Guide of Israel ("Du Hirte Israel, hore"). Univ. of 
Pennsylvania Choral Series, No. 77. Schvei tzer regards this 
cantata one of the most sui table for overcoming the fear of 
bach. Also published by Novello. 
God's Own Time is Best, Univ. of Pennsylvatia Choral Series, 
No. 18 
Includes a. motet, "Dear friend, the loss we feel this day", 
which may be used for high school baccalaureate or commencement 
programs. 
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No. 131 Out of the Degths Have I Cried Unto 'lbee, 0 Lord, Univ. of 
Pennsylvania horal Series, No. 18. 
No. 140 'Wachet Auf (Wake, Awake!) Edited by Max T. Krone, 'Witmark, 
No. 2905; also Univ. of Pennsylvania Choral Series, No. 79. 
Chorale, "Nov Let Every Tongue Adore Thee", E. C. Schirmer No.269. 
Chorale "Sleepers, Awake!", G.Schimer, No. 7427 
No. 144 Take What Thine Is, And Go Thy Wa,y, edited by W .G. Whittaker, 
Oxford University Press. Special number, contralto aria, 
".Murmur not my soul". 
No. 147 Herz und Mund und That und Leben, Includes the Chorale "Jesu 
Joy of Man's Desiring", Published separately by E.C. Schirmer. 
No. 485. 
No. 152 0 Walk the Heavenly 'Way, edited by Charles Kennedy Scott. 
Oxford University Preas. 
No. 161 COille Thou Lovely Hour of DyiDg,edi ted by Charles Kennedy Scott, 
Oxford University Press. Also a single publication of "My Soul 
There is a Country" by E.C. Schirmer, No. 1164, edited by Clough-
Leighter. 
No. 180 Deck Thyself, My Soul, With Gladness, Univ. of Pennsylvania 
Ghoral Series, No. 98. Concludes with a Communion Hymn, "Jesus 
Bnad of Life, Sustain Us". 
SECULAR CANTATAS 
Coffee Cantata, no 211. University of Pennsylvania Choral Series No. 50. 
Peasant's Cantata, No. 212, University of Pennsylvania Choral Series. 
Also, Patersons arrangement by Harry Edgar Baker, includes 
suggestions for stage performance • . 
THE M<YrETS 
Selections from Jesu Priceless Treasure 
Univ. of Pennsylvania Choral Series, Complete Motet No. 69 
"Four Chorales from Jesu Priceless Treasure" G. Schirmer, 
ed.i ted by Frank Damroseh, No. 7603 
Chorales No. 1,3 and ll edited by Max T. Krone, J[jos, No. 504 
"Ye Are Not of the Flesh" edited by Max T. Krone, Published by 
Kjos, NO. 503, Difficult. 
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"All Breathing Life, Sing and Praise Ye the Lord", from the motet Sing Ye 
to the Lord, G. Schirmer, No. 7470, Difficult. 
Be Not Afraid (complete motet) 8 parts. Double Chorus. G. Schirmer, No. 7016 
What Can Life Be But A Shad.O!f ? For Double Chorus,edited by John Finley 
Williamson, G. Schirmer, No. 8135. 
THE MAGNIFICAT 
"Gloria in Excelsis Deo!" edited by ?<lax T. Krone, Kjos, No. 505. 
"From Heaven Above", edited by Max T. Krone, Kjos, No 506. 
"All Men Bow Sing, Rejoice", edited by Max T. Krone, Kjos, No.507 
THE CHRISTMAS ORATORIO 
Chorale "Break Forth, 0 Beauteous Heavenly Light", G.Schirmer and 
Ditson Publications. 
Chorale, ttBeside Thy Cradle Here I Stand" , edited by 0. Christiansen, 
Kjos, No.l7. 
"Come and Thank Him", Novello, No. 1481. 
MASS IN b MINOR 
"Et Incarnatus Est, 11 E. C. Schirmer, No. 1176. 
"Crucifixus", E.C. Schirmer, No. 1174 
SELECTIONS FROM THE PASSIONS 
From the ST. Matthew's Passion 
The Chorales, from St. Matthew's Passion, Ditson, No.923. 
From the Passion According to St. John 
"Rest Here in Peace", E.C. Schirmer, No. lll8. 
· The St. Luke Passion, Paterson's publication. Written throughout in a 
simple style quite within the compass of church choirs or small 
choral societies. 
Single copies of the "Lord's Prayer" and "King of Gloria" from the 
St. Luke Passion ~ be procured from Paterson's Publication, No. 1635. 
ADDITIONAL BACH WORKS 
"Seventeen Duets for Soprano and Alto from the Cantatas of J.S. Bach", 
Univ. of Pennsylvania Choral Series, no. 6. 
Note: These selections would be excellent material :for use with 
girls' choruses in high school. 
"Come, Soothing Death" (Komm, susser Tod), G. Schim.er, No. 8153; 
Augsburg, St. Olaf Choir Series, No. 172. 
"Sanctus" (Holy, Holy, Holy), edited by Max T. Krone, Kjos, No 509. 
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Appendix B 
AN HISTORICAL LIST OF ORA.TORI001 , showing the chief works of importance 
either intrinsically, or as influencing the development of the tJorm, or as 
representing the taste or. spirit of their period, especially in Britain 
and the United States - the date of first performance in those two countries 
being given wherever possible. The date befor the title is that of the 
work's first coming into public use. 
1600. Cavalieri's Soul and Body, at Rome. 
1623, Schutz • s The Resurrection, at Dresden. 
c. 1630-70. Carissimi •s Jepht!a and lD8lliY other works, at Rome (in Latin). 
1631. D. Mazzocchi •a The Plaint of St. Man Majdalene, at Rome 
1664. Schutz 1 s Christmas Oratorio, at Dresden. 
c. 1680-1720. A. Scarlatti's ma.n.v oratorios (of which 18 remain), at Naples 
and Rane. 
c. 1690. M.A. Charpentier's The Denial of St. Peter,at Paris. 
c. 1670-1800. A host of Italian ccmposers, mostly operatic in style, such 
as Colonna (b. 1640), Stradella (b. 1645), Caldara (b. 1670), 
Marcello (b.1686), Leo (b.1694), Pergolese(b. 1710), Jammelli (b.l714) 
Piccini (b.l728), Sacchini (b. 1734). 
1720-52. Handel's English oratorios, of which the most im~ortant are 
Saul (1738), Israel in t (1739), Samson(1741), Messiah (1742) · 
"JWias cabaeus 1746 , Occasional Oratorio (1746), Joshua (1747) 
Solomon 1748 , Theodora {1749), Jephtha (1752). All of these had 
their first performance in London, except the Messiah at Dublin. 
In America Messiah was performed in part at New York in 1770, and aa 
a whole at Boston in 1801 -- most of the Randel oratorios that have 
been performed in America first reached there during the 1840's and 
Boston Was usually the city of first performance. 
1734-5 (Christmas Day 1734-5 January 1735) Bach's Christmas Oratorio (really six 
separate cantatas for performance on siK days from Christmas to 
Epiph~), at Leipzig. First British performance, London 1861; 
first American performance, Boston lfr77- in part. 
1761. Arne's Judith, at London 
1770. and 1775 C.P.E. Bach's The Israelites in the Wilderness and~ 
Resurrection and Ascension, at Hamburg. 
1775. Haydn's The Return of Tobit, at Vienna (Newcastle-on-Tyne, 1909) 
1780 and 1781 Gossec' s The Nativity and The Ark of' theCovenant, at the 
Concerts Spirtuels, Paris. 
1798. Haydn • s Creation, at Vienna (London, 1800), partial performance at 
1803. 
1812. 
1818. 
Bethlehem, Pa., in 1811; complete performance at Boston in 1819. 
Beethoven's Christ on the Mount of Olives, at Vienna (London, 1814) 
Crotch's Palestine, at London 
Rossini's Moses in Egypt, at Naples. London, as an Italian opera, 
Peter the Hermmt, 1822; as an oratorio with scenery and dresses, 
The Israelites in Egypt, or the Passage of the Red Sea, parts of 
Handel's Israel in Egypt being incorporated, 1833. What appears 
to have been this same Rossini-Randel mixture at Boston, 1842; the 
pure Rossini work (translated) at the same city, 1845. As an Ital-
ian opera, Zora, at London, 1850; at last the pure Rossini work 
translated at London, 1878. 
1scholes, Percy A. The Oxford COI!IiPeni on To Ml]6j c, Oxford Uni v. Press, 
New York, 1943, pp.651-653. 
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1823. Schneider' a The Deluge 
1825. Spohr's The Last Judgement, at Cassel (Norwich Festival 1830; Boston 1842) 
c. 18?6. Lesueur's Christmas Oratorio, at Paris (Man;y other oratorios before 
and after this, including an 'Oratorio for the Coronation of 
Sovefeign Princes', composed for that of Napoleon, 1804) 
1834. Neukomm's David, at the Birmingham Festival (Boston, 1836 0 12 times 
in this year by the Har).del and Haydn Society; in 1839 the Society 
gave. it 14 times. The same composer's ..§i!2!i also found great 
British and American faTor.) · 
1835. Spobrl!·s The Last Hours of the Saviour (London, 1837, as 'Calvary' 
the name it is known by in Britain •) · 
1836. Mendelssohn's St. Paul, at Dusseldorf (Liverpool, 1836; New York 1838) 
1840. Mendelssohn's ijymn of Praise, at Leipzig (Bimigham Festival same 
year; Boston, 1862.) 
1842. Spohr' a The Fall of Babylon, at the Norwich Festival 
1843. Wagner's The Love Feut of the Apostles, at Dresden. 
1846.. Mendelssohn's Elijah, at the BinnH1gham Festival (Hamburg, 1847; New 
York, 185l);"in 1927 Chicago gave it with a new text by Messrs. 
Mannusovich and Deutsch, representing the prophet as "freed from 
the mantle of religion and stepping forth as the leader of the 
eternal revolt of the masses against injustice, t,yranny, and 
opression". 
1854. Berlioz's The Chillihood of Christ, in Paris - the first performance 
of the work as a whole (Manchester, 1880; a selection in New York, 
1884) 
1855. Costa's !ll,, at the Birmingham Festival. · 
1863. Schubert's Lazarus (unfinished and dating from 1820), at Vienna (Three 
Choirs Festival, Hereford, 1909) · · 
1864. Costa's Naaman, at the Birmingham Festival 
1865. Liszt's St. Elizabeth (London, 1886; New York, 1911; as an ope~, 1918) 
1866. Benoits Lucifer, at Brussels (Paris, 1883; London, 1889) 
1867. Brahms' a Gennan Requiem, at Vienna (completed version 1869, Leipzig; 
London, 1873; New York, 1877). This is an oratorio- not a setting 
of the Requiem Mass. 
Sterndale Bennett's The Woaan of Samaria, at Birmingham. 
1869. Sullivan's The Prodigal Son, at the Three Choirs Festi~, Worcester, 
Boston, 1879. 
1870. Benedict's St. Peter, at the Birmingham Festival. 
1873. Sullivan's The Light of the World, at the Bimingham Festival. 
Macfarren's St. John theBaptist, at the Bristol Festival 
Franck's Redemption, at Paris 
Paine's St. Peter, at Portland, Maine. 
Massenet' s Marie J.'fadeleine, at Paris (afterwards arranged as an opera) 
1875. Massenet's Eve, at Paris 
1876. Liszt's C~tus (Boston 1880) 
1877. Macfarren's Joseph, at the Leeds Festival 
1878. Stainer's The De.wdlter of Jairus, at the 'l""hree Choirs Festival, Worcester. 
Dubois's Paradise Lost, at Paris (Glasgow, Feb. 1900; New York next IIOilth) 
1879. Franck's The Beatitudes, at Paris 
1880. Sullivan's The Mart:u of Antioch, at the Leeds Festival. 
1882. Gounod' a Redemption, at the Birmingham Festival (New York same year) 
Gaul's The Holy City, at the same Festival. 
1883. 
1884. 
1885. 
1886. 
1887. 
1888. 
Macfarren'e 12!YiQ;, at the Leeds Festival 
Mackenzie's The Rose of Sharon, at the Norwich Festival 
Gounod's Mora et Vita, at the Birmingham Festival 
Dvorak's St. Ludmila, at the Leeds Festival 
Coven's ~. at the Three Choirs Festival, Worcester. 
Cowen's Song of Thankarlying, at Melboume; Autralia. 
Tinel' s St. Francis, At Brussels (New York, 1893.; Cardiff, 1895) 
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1889. Lee Williams's The Last Nig1lt at Betbaay, at the Three Choirs Festival, 
Gloucester. ' 
1890. J. F. Bridge 1 s The Jtppentance of Nineveh, at the Three Choirs Festival 
· Worcester. 
1891. Stanford's Eden, at Birmingham. . 
PSJ'FY's De Prof'undis (Psalm), at the Ghree Choirs Festival, itereford. 
1892. Parry's lQ:2., at the Three Choirs Festival, Gloucester (repeated at the 
same Festival at Worcester and Hereford in the two years following.) 
Lee Williams's Gethsemane, at the Three Choirs Festival, Gloucester. 
1893. Horatio Parker's Hora Novissima, at New York (Three Choirs FestiTal, 
Worcester, 1899) 
1894. Bridge's ,!he Cradle of Christ, at the Three Choirs Festival, Hereford. 
1895. Cowen's The Transfiguration, at the Three Choirs Festival, Gloucester 
(Dusseldo:d, 1902; Chicago, 1903) 
1896. Elgar's The Light of Life, at the Three Choirs FestiTal, Worcester. 
1897-9 Perosi's trilogy, The Tranafiguration, The raising of Lazarus, and 
the Resurrecti on of Christ, at Rome (London 1899; the first of the 
3 works at Boston a month earlier.) 
1898. Horatio Parker's The Legend of st. Christopher, at New York (in part 
1900. 
1901. 
1902. 
1903. 
at Three Choirs Festival, Worcester, 1902; whole at Bristol Festival, 
1902) 
Elgar's The Dream of Gerontius, at the Birmingham Festival (Chicago, 1903) 
Brewer's Emmaus, at the Three Choirs Festival, GloUcester. 
Perosi's Leo the Great, at Rome 
Elgar's The Apost les, at the Birmingham Festival (New York, 1904; 
Cologne, 1904) 
Coleridge-Taylor ' s The Atonement, at the Three Choirs Festival, Hereford. 
Wolf-Ferrari' s La Vita Nuova (New York, 1907) 
1904. Brewer's The Holy Innocents, at the Three Choirs Festival, Gloucester. 
19061 
1909. 
1910. 
1913. 
19l5. 
1920. 
1921. 
1931. 
1936. 
Perosi's The Last Judgement, at Rome 
Pierne's The Children's Crusade (New York, 1906) 
Elgar's The Kingdom, at the Birmingham Festival (New York, 1907) 
Pierne' s The Children of Bethlehem (New York, 1908) 
Cowen's The Veil, at the Cardiff Festival (Chicago, 1915) 
Saint-Saens The Promised Land, at the Three Choirs Festival, Gloucester. 
H.R. Shelley's Death and Life. at New York 
d'Indy's e Le nd of St. Christo er, at Paris 
Honegger's King David first produced as a play, at Mezieres, Switzerland) 
Walton's Belshazzar's Feast, at the Leeds Festival. 
Berkeley 1 s Jonah, at London. 
Note: if masses settings of the Stabat Mater, etc •• and secular cantatas 
were taken into account such influence would be fOUDd to be still more 
remarkable. 
